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Je crois... a mon dme: fa Chose 

(Leon Deubel, Paris, 1929) 



„Bxp6m... 6 gywama cu: Beuj/M. moBa 
Mema(j>u3imecko 3akAimaHue, Bemaemo 6AU30cmma Ha caivio 
Hau-3peAume npoBugeHuu u3M«kgy xopama Ha gyxa, ozAaceno 
om Ato6eA 6 napujk gBe zogunu npegu ga npukAiouu 3eMHuam 
m>m Ha AHHa XeH-Mocu(j>o8a 6 Co<j)UH, mu ce cmpyBa Hau- 
npoHuuameAHO ga npegyzoBapa uauiemo gHeuiHO HagHukBaHe 6 
npekpacHUH cBam Ha xygoatHuuama. 

Ome npegu 2oguHu, kozamo 3a np'bB mm B cb6paHuemo 
Ha eguH cocjwucku aHmukBapuam 1 Bugnx immepuopHa Beui,, 
u3AH3Aa u3nog pTjueme Ha Amia Mocu(J)oBa - eAezaHniHa, Bucoka 
nuegecmaAHa iviacuuka om m-bMHO g'bpBo c u3pucy8aHu no 
m'bHkume u cmeHu po3u B nacmeAHu moHoBe Ha MacAomo, 
BegHo c o6uuauHama 6 makuBa CAyuau npeB'b36yga om 
omkpumuemo, Me npoHU3a u zopnuBama gozagka, ue emo - c 
nogo6Hu Ha moBa mBopeHun aH2Auuckume Maucmopu om kpan 
na 19 Bek AuiGu, Boucu u Makvrbpgo go6uxa cBemoBHa cAaBa, u 
gokamo ueuumeAume Ha MaAkume Me6eAu om „Arts and Crafts" 
u „Century Guild" gHec cmpacmno ce HagzoBapam no 



Je crois... a mon dme: fa Chose 

(Leon Deubel, Paris, 1929) 

„My creed is... my soul: the Article." This metaphysical 
incantation, foreboding the propinquity only between the wisest 
clairvoyants among people of the spirit and pronounced by 
Deubel in Paris only two years before Anna Hahn-Jossifova 
breathed her last in Sofia, seems to me to be the most insightful 
prolegomenon to our current effort to espy the splendid world of 
the painter. 

Several years ago in the collection of an antique shop in 
Sofia 1 a very intriguing interior article created by Anna Jossifova 
caught my sight - an elegant, tall pedestal table made of dark 
wood whose thin walls were decorated with roses painted in 
soft-hued oils. Together with the excitement usually evoked by 
a happy find, 1 was struck by the bitter conjecture that similar 
articles must have earned esteem for English masters like 
Ashbee, Voysey and Mackmurdo from the end of the 19 th 
century. It also occurred to me that while the connoisseurs of 
small furniture from „Art$ and Crafts" and „Century Guild" are 
passionately outbidding each other on the auctions of 
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aykuuoHume na „Kpucmu" u „Com6u", mo myk, npu 6ce 
oclcbguuama om aBmeHmuqmi 3nauu 3a S'bAeapckarna 
Mamepua\Ha xygoAecmBena ky\mypa, cmou nournu orn Bcuqku 
3a6pa6eHa maa acua cAega om Hauama Hakoaaunia 
npuaagAe^kHocm b>M zoAeiviume eBponeuckxi g6u3kenufl, u pagko 
Hflkou om nocemumeAume Ha aumukBapuarna u3o6ui,o ce 
gocema, *ie nacpema My e ueHeH u u3Hiu,eti a&mopcku yHukam. 

3aMucbA^m sauacmoamania cmygua - kamo noc6emena 
2Aa6ao Ha no^rnu Heu3&ecmHomo goceza gekopamuBHO-npuAoJcao 
mBopuecmBo Ha xygoAmmama. - ce nopogu cnoiimaHHO npu 
n^pBamaMu cpeiya c npo(J). g.<f).H. Em. CmauueBau Heuwama 
u3yMumeAHa koAekuuii cm kapnuiHu u gekopamuBHu npegMemu, 
geAo Ha npakama u pogcmBemiua A. Mccucpooa. • 




Koh e Ahhh Mocu(|)oBa? 
CmezHamujiiri nogauc B'bpxymamHamaii cAeg 1899-ma 
o6uMauHO npon^daHeMckomo6am,iiHO <jxLMttAno uMeHahn, 3aaka 
3a npuHagAe^Hocm bbM cmap, He6e3U36ecrneH pag om 
xepuo2cmBonio Eparaiifeute, gai HaESpona u 3HaMeaumama 
Heivicka poMaiiucnih PukapgaXyx, 2 u npegnoMuma gaa<|)uuiupa 
CbnpyjkeckomoucfaMUAKO UMe -iiAtemo tti Heunajna&bMapcka 
Cbg6a. Kt>m gaeium ganu AuuHocmma u mflop»4ecm6onio Ha Ahhli 
I/Iocu<f)o6a, o6a*e, onpegeAeHoue ca cpeg Hau-koN€BniupaHume 6 
Hauiama Cb6peAienHa ucinopiiozpacluaHauakrcinBomo: kamo 
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„Christie's" and „Sotheby's", here, despite the scarcity of 
authentic tokens of Bulgarian artistic material culture, this clear 
trace of our one-time affiliation to major European trends is 
abandoned in almost total oblivion and the shop is rarely visited 
by a customer who would guess that he is facing a valuable and 
unique object of art. 

The conception of the present study - dedicated mainly to 
the now almost completely obscure decorative-applied works of 
the painter - occurred to me quite unprompted during my very 
first meeting with Prof. Emilia Staycheva, a Germanic scholar, 
Doctor of Arts, and with her astounding collection of paintings 
and decorative articles made by A. Jossifova, who happens to be a 
female relation of hers. * 

Who is Anna Jossifova? 

The terse signature on her canvasses after 1899 usually drops 
her German family name Hahn - the evidence that she belonged 
to an old and distinguished kin from the dukedom Braunschweig, 
whose contribution to European cultural history was also the 
famous German novelist Ricarda Huch, 2 and prefers to advertise 
the family name of her husband - the appellation of her Bulgarian 
destiny. And yet at present the personality and the creative work 
of Anna Jossifova do not rank among the most widely discussed 
points at issue in our contemporary historiography of art. Hitherto 



ocma6uM Hacmpana cBp'bxkpamkama 6uo2pac{)uuHa 6eAejkka 6 
EHUukAonegux m 6iyA2apckomo u3o6pa3umeAHo wkycmBo, kakmo 
u (HaucmuHa u3^epnameAHo) U3pegemime yMacmua na 
xygo^kmrnkama c hcuhu kapmuHu 6 o6mume u3ao^c6u na QbK)3a 
Ha K)*H0CAa6HHckume xygo&auuu „Aaga" 6 cmyguama Ha M. 
FeopzueBa, nocBemeaa Ha cbiuomo mBopuecko cgpykemie, goceza 
omcbcmBa kakBamo u ga 6uao uHguBugyaAH0-xapakmepu3upaui,a n 
ny6Aukauua. 3 Hcho e, ue npeM'bAuaBaHemo aa UMemo ii no 6peMe 
Ha couuaAucmimeckua peiuM Moike go 20AHMa cmeneH ga 6i>ge 
omgageHO aa o6imauHama mo2a6a noAumuuecka npakmuka 
ueAeHaconeHo ga ce u3AUMa6am om ucmopuueckama naMem 
apmucmuMHu nepcoHaAuu, um3Au npeku koHmakmu c Uapckomo 
ceMeucmBo u pagBaAu ce Ha ueHumeAcm6omo Ha ABopa - 
kakbBmo e cAyMaam myk, no nogo6ue Ha no2HycumeAuume 
npUMepu Ha pa3npa6a c Koucmaamua ILfapkeAoB, Bopuc AeneB u 
gpyau. M3HeHagBamo e, o6ane, aanpUMep, Me A. Mocu(j>o6a He ce 
cnoivieHaBa u3o6mo B nukakbB koHmekcm 6 oSiuupaomo, 
cj)U3U0HOMuqH0 3a nepuoga u3CAegBaHe Ha P. Mapimcka B'bpxy 
,,20-me zoguHU 6 6'bA2apckomo u3kycm6o" (1996), B^npeku ne 
npe3 moBa gecemuAemue xygo&Himkama Bene uMa cBoemo apko 
3amumeH0 npucbcmBue B S^Azapckun apmucmu^eH )kuBom, 
(u mo 6 o6Aacmma Ha ankoAko u3o6pa3umeAHu poga, kakmo me 
cmaae hcho no-Hacemae om Hauma mekcm), a ome npe3 1907 2. 
Aagpeu npomim e 3aa6uA 3a aea HegBycMucAeHo: „CaMa 3a cede cu 
cmoeuxa, negocmmmma om nukozo e Audonuckama ...z-±a Anna 
Mocuj)o6a. ...HeuHume uBenvi ca 6 BhAeapm eguucmSeHuxm 6 



there is no publication representing the particular artistic style of 
A. Jossifova with the exception of the extremely brief biographical 
note in the Enclypaedia of Bulgarian Fine Arts and the (really 
exhaustive) list of her paintings displayed on the general 
exhibitions of the Union of Southern Slavonic Artists „Lada", 
which can be found in the monograph of M. Georgieva, dedicated 
to the activity of the above mentioned union. 3 Obviously the fact 
that her name has been passed over in silence during the socialist 
regime can be largely attributed to the then common political 
practice of deliberate obliteration from historical memory of the 
names of artistic personalities who have established direct 
contacts with the Royal Family and who were highly appreciated 
by the Court. This is exactly the case with A. Jossifova and it is 
similar to the despicable instances of unjust retribution with 
Konstantin Shtarkelov, Boris Denev, etc. It is surprising though 
that in spite of the brilliantly vindicated presence of the painter in 
the artistic life in Bulgaria (moreover, in several artistic genres as 
will become clear from our subsequent exposition), there is no 
mention in any context whatsoever of the name of Anna Jossifova 
in the comprehensive and representative survey of the period 
made by R. Marinska and entitled „The 20's in Bulgarian Art" 
(1996). Yet as early as in 1909 Andrey Protich unambiguously 
stated: „One of her kind, unrivaled by anybody... is the paintress 
Anna Jossifova. ...With their softness, tenderness, confident 
technique and plasticity her flowers are artistic creations of unique 
nature in Bulgaria. " 4 



uio3u pog xygokccmtem npou3&egthm no Mezkocm, neikiiccm, 
cuzypaocm 6 mmAHCHucrno v no nAzcmuwocm. " 4 

He ce cnoivienaBa 3a aeji u 6 etoeMiUflptiama crnamua Ha 
T. AuMumpoBa „3a ceuecuoHa 6 &hA2apdkomo u3o6pa3umeAHo 
mkycmBo" (199 1), B koamo unaqe mhozo HaxogmiBo aBrnopkama 
mt>Aky6a c/vmcMa Ha na3BaHuemo u c6mH0cmma „GbBpeMeHHO 
u3kycm6o" kamo c6oeo6pa3eH „6bA2apcku npeBog" Ha . 
o6moeBponeu ckua chiua Art Nouveau (tuu - ceuecuoHa) . 
OueBugno ct>mecm6yBa u H*kalrb6 gpyz Bug npegpaacbg'bk, 
o6ycAa6am mo6a npeMbAua&aiie, (ako He cmaBa gyMa npocmo 3a ! 
HegozAejkgaHe), koumo ciegfta ga &bge pa3ceaH - c6i>p3aH uau c 
HeMckuji npou3xog na xjrgoiHuqkama, 5 uiu m>k c uHepuuaAitonio 
6 Hauiama xygoAecm&eHa kpurnuka HegoouenaSaiie Ha 
gekopamu6u3wa ft-bc^me, u Ha uwnnuorno B „npuAOjknuji";jkaHp, 
cxBaiuaH 6 pawkume m. egHa o6exnuLAa cy6opguHamuBna 
ono3uuua u^miio/npuAO^HO u3kycm6o. B ecmemuko- 
kpumuuecku cwucbi npeogoAaSatieino na ma3u ono3uwm ce e 
CbcmoHAo ome npegu kpau Ha 19 6ek, u e MoAe 6u nau- 
kpacHopeMu6o cuHme3upano B egHa 3a6eA£jkka Ha Tozew, 
omnpaBejua kbin ^lapjic Mopuc & Cafe Vohaiic & Elapu* ape3 
1890 2.: MpUMumufaomo u3^anSonipb£&a orn pia u u3noAj6a 
npupogama. Taka napeneKOirio minim \}3kycmRc mpraBa om 
cemuBHOcmma u o6c\yid3anpiipogama. npupogama e ovyza Ha 
rrbp&omo u aocnogapka naBmopomo." (num. no: Sypher, Rococo 
to Cubism..., NT., I960, cnnp. 220). Ako nemo oGegutuiBa pa3uume 
Bogeuuu u3o6pa3umeAHO-apinucaiu~iinii ine»4eHu« Ha fin-de-siecle- 
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Again there is no mention of the artist in the exemplary 
article written by T. Dimitrova „About the Secession in Bulgarian 
Art" (199 1), although the author offers an insightful 
interpretation of the significance of the association called 
„Savremenno Izkustvo" (i.e.„Modern Art") and of its name as a 
peculiar „Bulgarian translation" of the international European 
style Ait Nouveau (or Secession). Obviously, there exists another 
prejudice conditioning this negligent attitude (if it is not a 
matter of simple inadvertence) that we should dwell on more 
profoundly. It is connected either with the German origin of the 
artist, 5 or with the tendency, present in Bulgarian art criticism, 
of underestimating decorativism in general and the refined 
element in the „applied" genre, conceived in the terms of the 
worn out subordinative opposition fine arts/applied arts. From 
the standpoint of aesthetics and criticism this opposition has * 
been shifted yet before the end of the 19 th century and was 
probably most eloquently summarized in a remark addressed by 
Gauguin to Charles Morice in Cafe Voltaire in Paris in 1890: 
primitive art proceeds from the mind and uses nature. So called 
refined art proceeds from sensuality and serves nature. Nature is 
the servant of the former and the mistress of the latter." (Cited 
by: Sypher, Rococo to Cubism..., N.Y., I960, p. 220) If there is a 
uniting principle underlying different leading artistic trends of 
fm-de-slecle - Nabis, Symbolists, pre-Raphaelists, the movement 
„Artsand Crafts", Vienna Secession and Munich Jugendstil, it is 
the unirersally shared cult of the worth of the style itself. This is 



Ha6ucmu, cumBoaucitiu, npepa<J>aeAumu, gBu&eHuemo „M3kycm6a 
u 3aHaamu" ? BueHckama ceuecua u MiOHxeHckua Jugendstil - mo 
moBa e umchho cnogeAeHuam om Bcuqku kyAm k-bM 
caMoueHHocmma Ha ctnwa, kyAm, koumo o6e3CMucAa 
npomuBonocmaBkama Ha mBopSume no <J>yHkuuoHaAeH 6eAe2, u 
npaBu upeAeBaHmna h>M cbgeHemo 3a max mpaguuuoHHama 
ono3uu.ua u3Hiu,Ho/npuAoiaio u3kycm6o. AxygojkecmBeHomo 
(j)opMUpaHe Ha A. XeH-]/[ocu(J)oBa 6u3upa uMeHHo maa enoxa. 

BnpoueM, AHgpeu npomim, HeHagMUHamuam epygum, 
BnuMameAeH Ha6AK)gameA u cmpoz kpumuk Ha B^SMozBamomo ce 
6M2apckomo u3kycmBo 3a ueAua nepuog om Oc8o6o)kgeHuemo 
go Bmopama cBemoBna Boima, e 0H3U, koumo npbB om6eAH3Ba 
(1903 2.) B cBoa ny6Aukau.ua 3HanuMama apmucmuMHa noaBa, u no- 
cemHe nuko2a He nponycka ga npocAegaBa u oueHaBa no 
gocmouHcmBo (none) >kuBonucHume U3a6u, Ha A. Mocu^oBa B 
Bt>A2apuH. Tyk ma ce ycmaHoBaBa npe3 1899 2., 27 2oguuma, 
3aegHO ct>c a>npy2a cu utck. riem'bp Mocu^oB, cAeg kamo 
npukAiOMBa He2oBomo CAegBaHe 6 IepMaHua, u ocmaBa go kpaa Ha 
)kuBoma cu, ;myapu 1931. HaucmuHa, A. Mocu(j)oBa npucmu2a 6 
Cofyun Cbc coAugno xygo>kecm8eHo o6pa3oBaHue - c go6pe 
ycBoeHama akageMUMHa uikoAoBka (npu npoc|). AauueH) om 
„yuuAuiu,emo 3a >kuBonuc u xygo^kecmBeiiu 3aHaamu" 6 6 pogHua ii 
2pag BpayHiuBau?., gon^AHeHa BnocAegcmBue u cbc cneuuaAeH 
mpeHUH2 6 caiwua apeona2 Ha HamiopMopma - XoAangua, 6 Xa2a, 
npu npu3Hamama Maucmopka om kpaa Ha 19 Bek MapuA 
Po3ch6oom, gupume Ha quamo gekopamopcka (f>aMUAua 



a cult which deprives of meaning the opposition between works 
of art on the basis of a functional criterion thus making 
irrelevant for their evaluation the traditional opposition fine 
arts/applied arts. The artistic development of Anna Jossifova 
alludes to this very period. 




Gbnpy2-bm Ha Atma XeH-Mocu(|)oBa - umk. riem'bp Mocu<|)oB 
(c|)omo2pa(J)cku nopmpem om 1898 2.) 

Anna Hahn-Jossifova's husband - eng. Peter Jossifov 
(a photographic portrait from 1898) 
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omnpamam Ha3ag kwvi ocnoftameAJi Ha egHa om paHtiume 
MaHU<f>akmypu (nm. m 18 6.) 3aykpaca Ha npocAoByrnua 
geA<{)mcku §zmc. IkhM HanaAomo Ha 6eka Mocu(j>o6a 6e^e e 
xygokHuk c u3pa6orneH MaHuep 6 AiacAeHua u akBapeAHua nature 
morte Ha pucyBaAa e u MaAki no pa3Mep akBapeAHu 

neu3<uku Ha mimi, cftenuo-yMupomSopenu 2pagcku kwiiMema 6 
TepMaHua; 6Aagee ckpynyAK)3Hu mexHuku 3agekopamw aa g^pBo, 
kepaMuka u nibkaHU - uwnap3u«, nupo2pa6iopa, Aako6e, pe36a, 
eMauAu, etc. Hbpfiama ii npogageHa (npes 1898 2.) kapmuHa, 
HamiopMopm c p03u, MacAo, ce na3u gaec 6 cmapama gpe3geHcka 
2aAepua „Briihlsche Terasse". 

M32Aeiga, ma3u u aypaHa cepuc3Ha 3anagHo-eBponeucka 
apmucimmna nog2om6enocm, c kakBomo B B^apuii b>M 
HanaAomo na 20 6ekM02am gaceno:x6aA»iiQ tie noBeue om 
qemupu-nem icuSonucuu (M6. M'bpk&uuka, A. MumoB, SL. BeuiuH, 
M6. An2eAo6, H. Muxau/voR) , 6 cwmaaue c 6e3ycAoBmiJ[ u 
maAaHm, Begmsa e nopoguAa pecnekmu 6miMaHue h>M MAagama 
xygo&mmka om cnipana hi mozaBauuHUJi cocjxuucku kyvmypeH 
eAum. M Bbnpeku, « B egun om MHoAecmboino cu kovieHmapu (6 
cn. „MucbA\ 1905, ki. I) Bbpxykapmum] Ha A. Mocu<{)oBa, 
AHgpeu riponiuM om6eAaj&a 3a nyftAiikama, ue rm e „qy)kgenka Me 
caMO no po>kgeHue, ho ii no xygorfuiuuecko frwnunaMUC*, a 
gpyaage (Jtokycm&oirio6 Bbizapua 1 ', 1907) -„iK>npou$xojkgenue 
2epMaHka...., no xygolcecmBeno 6^3nuniaHue -BueHHaiika", mo 6 
A02ukama Ha Hezo&omo ivmcAene moBa okaqecm6fl6aHe uge, ue 3a 
ga u30Aupa Wocu<{>oBaoriio6uittocmma »a6b\2apckuineapinucmu 



However, Andrey Protich, the unequalled erudite, the 
accurate observer and severe critic of the evolving Bulgarian art 
throughout the whole period from the Liberation in 1878 up to 
World War II, is the first to notice the significant artistic 
appearance and note it in a work of his (1903). Later on he 
never fails to mention and judge on its merit (at least) the 
pictorial contribution of A. Jossifova in Bulgaria. She settled in 
the country in 1899, 27 years old, together with her husband 
Eng. Peter Jossifov after he completed his academic tuition in 
Germany, and stayed till the end of her life in January, 1931. 
Indeed A. Jossifova arrived in Sofia having already received 
profound artistic education. She had fully assimilated the 
principles of academic training (under the guidance of Prof. 
Leizen) from „Staedtische Fortbildungs- und Gewerbeschule" in 
her home town Braunschweig, 6 which were later complemented 
by special training in the very areopagus of still-life painting - 
the Netherlands, in Hague, under the guidance of Maryl 
Rosenboom - a recognised masterhand of the genre from the 
end of the 19 th century. The roots of Rosenboom's family of 
master decorators take us back to the founder of one of the 
earlier (the becinnine of the 18 th c ^ manufactures for decoration 
of the famous Delft ware. At the beginning of the century 
Jossifova had already become a painter with a distinctive style of 
her own in the oil and water colour nature morte of flowers; she 
had also painted small water colour landscapes of quiet, brightly 
peaceful town nooks in Germany; had mastered techniques of 



no Aimufl Ha „uy>kgocmma" u, a nvbkMO o6pamHomo - 3a ga 
mnvbhie ooofeuama Baboon u 6Aa2om6opHama P oah Ha 
„coAugHomo BT>3numaHue 6 uy}k6uHa" 3a G^Azapckama kyAmypHa 
cumvauufl mozaBa. (Equh, 6uxivie ka3aAu, nnecaHmuMaH - 3a 
go6po uau 3ao - mB'bpge Mepoga6eH u go gtiec...) 3amomo 3a 
xopa kamo ripomuM, KoHcmaHtnuH BeAuqkoB, IleHHO CAaBeukoB, 
XapaAaMnu TaneB, apx. FleHuo KouueB, HukoAa MuxauAoB - me3u 
uiupoko ckpoeHu gyxoBe, noHecAu kpa>cma Ha Heo6xoguMocmma 
om HauuoHaAHO caMOonoeaeAeHue. neomaeAUMO cnAemeHa c 
konneika no gocmoibio eBponeu3upaHe Ha &bA2apckomo 6umue, 
Mocu<J)oBa oueBugno om caMomo uaiaAo He e ny&ga, a cBoa, uau 
noHe - He e noBene uy±geHeu 6 EtjAzapua, omkoAkomo me 
caMume, u3npeBapuAu BpeMemo Ha cBoh u30cmaHaA Hapog nrbkMo 
c gyxoBnama cu 3peAocm. KakBu mozaBa, numaM ce, 6uxa mozau ga 
6^gam HakakBu cbBpeMeHHU Cbo6pa}keHUfl „ga He ce 6pou" 6 
ucmopuama Ha 6-bA2apckomo u3kycmBo A. Mocu^oBa nopagu 
kauecmBomo u Ha pogeHa zepiuaHka u go6pama ii o6pa3oBanocm? 

Hau-paHHomo gokyMenmupaHO cBugemeAcmBo 3a 
couuaAHume u koHmakmu 6 Co({)uh, e egHO nucivio om 
KoHcmaHmuH BeAuukoB (B auuhua apxuB na Em. CmauMeBa), 
gamupaHO 29 aBzycm 1907, B koemo mou Ha (hiAzapcku e3uk (npu 
Bee, ue go6pe u36ecniHa e 6puAHHmHama My noAuzAomua) 
nponyBcm&eHO kaHu xygojkuuuama ga yqacmBa 6 u3AoA6a, 
op2aHU3upana B PucyBaAHomo yMUAume, koamo ce ouakBa ga 6-bge 
nocemena u om BeAukua Kh*3 BAaguMup. B nucMomo e u3pa3eHa 
cuAna Hage&ga, Me ma, npueMauku nokaHama, 6u M02Aa ga 



decorating wood, ceramics and fabrics demanding great 
precision - intrasia, pyrogravure, laquer-work, wood-carving, 
enamelling, etc. Her first sold picture (in 1898), a still-life of 
roses painted in oils, is nowadays preserved in the reputed 
Dresden gallery „Briihlsche Terasse". 

Probably her aura of an artist with profound artistic training 
held in Western Europe, which by the beginning of 20 th century only 
a few Bulgarian painters could boast about (i. e. L Mrkvitchka, 
A. Mitov, Y. Veshin, L Angelov, N. Mihaylov), combined with her 
indisputable talent, immediately caused respect and attracted the 
attention of the cultural elite in Sofia towards the young painter. In 
one of the many comments (In: magazine „Misal u , 1905, No. 1) 
made by Andrey Protich on the paintings of A. Jossifova, he stated 
for the audience that „she is a foreigner not only by birth, but also 
by her artistic training". Elsewhere (In his study: Jzkustvoto v 
Bulgaria", 1907) he mentioned that „she is German by origin and... 
Viennese by her artistic training". But despite this fact the inner 
logic of his cogitation does not aim at isolating A. Jossifova from the 
community of Bulgarian artists only by reason of her „foreignness". 
Just the opposite - it aims at pointing out the peculiar significance 
and the beneficial impact of „a profound education from abroad" on 
the cultural situation in Bulgaria at that time. (One may say that this 
is a presentiment - for better or worse - which holds true even 
today...) Because people like Protich, Konstantin Velichkov, Pencho 
Slaveykov, Haralampi Tachev, arch. Pencho Koychev, Nikola 
Mihaylov - people with broad outlook who bore the cross of the 



„noM02He c gecem none om cBoumc u3hw,hu kapmuau ga ce gage 
owe no-20AJiM 6MCbk m mAoMama", u ueAunm My eAezanmHO- 
noHumameAeH moH 2o6opu 3a gM6okomo u Heckpumo 
Bt^xumenue, koemo zoAeMuam Aumeparnop u xygoJoiuk e xpaaeA 
kbM Mocu(j>o6a, kakmo u 3a Bene omgaBHauwo go6po no3HaHcm6o 
MeAgy g6aiviama. Obiuuam cmuA Ha pacj)UHupaH pumyaA 6 
omHouieHuama um npoHU36a u nocBemeHuemo, Hanucano om 
K. BeAimkoB Bbpxy nogapemw om mzo m xygcwknuuama 
ebeivinAHp om npekpacHO uAtocmpupaHua My c epaBtopu om 
ftocmaB Aope 6bA2apcku npeBog Ha AaHmeBua „Ag" om 1906 2. 

npueMaHemo e B3auMHO - caMama Mocu<j)o8a ce 
ugeHmu(J)uuupa kamo 6t>A2apcka xygo&HUMka, u ome npe3 
1903 2. ce omka3Ba nucMeno om gomoza&auiHomo cu MAeucmBo 
6 MtoHxencko npocf>ecuoHaAHO oGegutteHue Ha Heisicku 
xygo±Huuu, npegBug aHzaikiweHma cu c 6bA2apcku mBopqecku 
cpegu B Coubua. npu6AU3umeAHO no ebiuomo 6peMe irw 3anoqBa 
ga Bogu 6 goivia cu nacmHu ypouu no jkuBonuc u (n^pBunae no 
poga cu y Hac) no nupo2paBiopa u UHmapsufl 3a Aio6umeAu, 
6e3nAamao 3a yueHuuu na PucyBaAHomo ymiAuiue; kbM 1907 z. 
cpeg B'bsnumaHuiuime ii e g-biuepama Ha nbpBama npugBopHa 
ga M a riempoBa-MoMakoBa, a no-k^CHO u Kwzum EBgokua. Taka 
uau UHaue, BniicBaHemo Ha Ahhs (iocudxoBa 6 kpraa Ha 
xygojkHuuume om n^pBomo nokoAenue Ha A^pricaBnomo 
pucyBaAHO ymiAume, u oco6eHo - 6 mo3u HayHpegumeAume Ha 
gpy&ecmBo „GbBpeMeHHO uakycm&o" oMe6ugno cmafia 6i>p30, 
Aeko u no Hau-ecmecm6en Hanim. Mo>ke 6u ce cAyqBa maka 
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necessity of national self-identification closely intermingling with the 
strive for a dignified adoption of the European way of life in 
Bulgaria - from the very beginning considered A. Jossifova not a 
foreigner, but very much their kin. At least she was a foreigner in 
Bulgaria to no greater extend than those persons themselves who by 
reason of their spiritual maturity had gone far ahead of their 
underdeveloped people. So I ask myself what could be the rationale 
of some contemporary tendencies „not to count" A. Jossiova in the 

HAHTE AJIM'HEPM 
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(pakcuMUAc na nocBemeHuemo om KoHcmaHrnuH BeAimkoB 1o>m AHHa 
Mocu(()o6a B-bpxy mumyAHama cmpaHUua om m>p6omo u3gaHue Ha 
npe6oga My na AamneBua „Ag w (1906 2.) 

Konstmtin Velichkov's manuscript dedication to Anna Jossifova, written on 
the title-page of the first edition of his Bulgarian translation of Dante's 
„Inferno" (1906) 



goHflkbge u 3apagu kbiuama, quurno npoekm ceM. AHHa u 
uwk. neim>p Mocucj)o6u cu nopwBam Ha apx. nemo KoimeB, u 
kojimo e saB^DiueHa nnes 1 903 ?. A MO)ke 6u u ooHfllchcie 
cajuomo „Cb6peMeHHO u3kycm6o" ce cAyu6a 3apagu umchho 
mo3u ycneumo u3m>AHeH npoekm Ha apx. nenno KouueB... 



TAT 



AoMtjm Ha ceMeucmBo MocucboBu, nocmpoeH om 
apx. KoiweB, e 6ua Ha yA. „MakegoHUH" 36, m.e. 6au30 go Pycku 
naMemHuk u HegaAeq om kbmama Ha IlpomuH. Flo BpeMemo, 
kozamo noAynaBa nopi^kama, MAaguam apxumekm moky-mo ce 
e saB^pnaA om BpiokceA, 3aBbpiuBauku o6pa3o6aHuemo cu maM, 
u moBa e nbpBuam My apxumekmypen npoekm 6 Co<|>ufl, kakmo 
u u3o6iuo 6 npo<j)ecuoHaAHama kapuepa Ha 6i)geiju,uH ortgameA 
Ha czpagama Ha Cbge6Hama naAama. IIo-kbCHO, npe3 80-me, B 
pe3yAmam Ha npeuu3HO npoynBane (8^6 Bpttfka c oSnSnBaHemo 
11a czpagama 3a naMemHuk Ha kyAmypama) n. MokuMoB, 7 Bugen 
ucmopuk Ha Hauiama 2pagcka apxumekmypa, me ycmaHoBu, ue 
makuBa ^muahu bmu om „8uAeii mun", npoekmupaHu c aBna 
apmucmuMHa, a He caMO cj>yHkuuoHaAHa uHmeHuuH u e<f)ekm, 6 
Cocjmfl ca 3ana3eHU caMO g6e - ma3u na n. KouqeB Ha yA. 
„MakegoHUH u (mozaBa 6yA. „A.EAa2oe6") u oHa3u om apx. (J)uh2o6 
Ha yA. „IIIunka", cmpoeHa 3a neaoB goM (gHec cegaAume Ha 
^OHgauuH „B'bA2apuH"). BcbiuHocm, mpa6Ba ga omSeAe&UM, ne 
Hapeg c oiue egHO npekpacHO mBopeHue Ha apx. (puH2oB - 



history of Bulgarian art because of her German origin and excellent 
education? 

The earliest evidence of her social contacts in Sofia is a letter 
from Konstantin Velichkov (now in the personal archives of 
E. Staycheva), dated August 29, 1907, where he eagerly invites the 
artist to participate in an exhibition organized in the „State School 
of Painting", and intended to receive a visit of the Great Prince of 
Russia Vladimir. The message expresses the strong hope of 
K. Velichkov that in case she accepted the invitation she could 
„help with at least ten of her exquisite paintings to add to the 
magniftcence to the exhibition". It was written in Bulgarian 
language (in spite of the author's skilful command of several 
European languages), and its elegantly respectful tone argues for 
the deep and unfeigned admiration that the great man of letters 
and painter cherished for Jossifova as well as for a long lasting and 
close friendship between the two of them. The same style of a 
refined ritual in their relationship labels the dedication written by 
K. Velichkov on the book he gave her as a present - his translation 
in Bulgarian of Dante's „Inferno", published in 1906 and 
beautifully illustrated with engravings by Gustave Dore. 

The acceptance was mutual - Jossifova identified herself as 
a Bulgarian painter and as early as in 1903 she denied in a letter 
her membership in the Munich professional union of German 
painters because of her engagement with Bulgarian artistic 
circles in Sofia. Approximately at that time she started giving 
private painting lessons at her home in Sofia and (for the first 
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kbiuama Ha AgoA<f) %ak wa 6y\. „AoHgyko6" u 6yA. „B. AeBcku" 
(cbiuo om 1903 2.) - goMbrn Ha l/locu^oBu om apx. KouneB e 
eguHunm om gBania Hau-pauau 06pa3u.11 Ha apxumekmypHama 
ceuecua 6 Co<J>ua. Mmekgy me3u gBe paHHu h>mu t none mo ce 
omHaca go BbHuiHiw u3aAeg, npoeknuipanama orn KouneB 
oco6eHO Hano/MHH, 6e3 oni nioBaga nocmpaga opuzuHaAHoemma 
u, egHa gpyza, cBemoBno-ioBecrriHa czpaga, goMa Ha Ban ge 
BeAgc 6 BpiokceA, npoekmupaH om camuii Hezo (1895 2 ), kakmo 
u HezoBama kbina Bb6 Bauinap (1902 2.) - oGunauHo noka36aHu 6 
Hau-a6mopumemHunae aanagmi koMnewguyiviu no ucmopua Ha 
U3kycm6omo kamo o6pa3uo6u etoeMiuu 3a Ho6ume 
apxumekmypttu ^opwu, cuRme3upatiu6 kpamkama, ho 6Aacka6a 
enoxa Ha cmuAa modem e. 8 

HapouHa acuMempuK Haiuuama koHcmpyknua u ha 
6ucokume, cuaho ceaMeHinupaHu npo30puu, qygamo pa3MAeHemi 
nAockocniu aa nokpuBa c rnecmi koMUHu w uunuAoBe, Meko Aeemu 
ce kpu6u B cuiyema Ha czpagajna, usatuHa Atmma peuiemka Ha 
6aAkoHa c (j)AopaAnu U36u6ku ti nrt>nlai ykpacumeAHu (£)pu3o6e om 
pycmuuupaHii myxAu - Bamko Bb& BbHumocmina Ha KouqeBama 
nocmpouka pa3ka36a riAaBuo u y6epeHO 3a mbu Aeiefliiorno om 
kopu<{)eume ua ceuecu«ima6T)3BpaineHiie kbM opzamniHomc 
eguHcmBo Ha jhmeHatna <j>op.wa Bbnpeku BHyuiumeAJiua cu 
o6eM, 3aBAag*BaHuccco6eiioiiic ftneHanuemie aa 
MUHuamtopHOcm -kamokbtnaqka orn npuka3kume, kamo 
6uckBumenanu u3mugvuiu, o6uma&aHa om XeH3eA.u TpemeA. Eiua 
e pa3noAoiceHa, yiomHoycaMomeHa no niakbB HamiH oni yAuuama, 
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time in Bulgaria) she started also giving lessons in pyrogravure 
and intrasia for amateurs. The tuition was free of charge for the 
students from the „State School of painting". Among her 
students was the daughter of the first maid of honour Petrova- 
Chomakova, and later on - Princess Evdokiya. At any rate the 
affiliation of Anna Jossifova with the circle of the first generation 
of artists from the „State school of painting" and especially her 
participation in the foundation of the „Savremenno izkustvo" 
society was obviously a rapid, smooth and natural process. 
Probably it became possible partly due to the house, whose 
project had been committed to arch. Pencho Koychev by the 
family Anna and Eng. Peter Josiffovi and whose construction was 
completed in 1903. Or probably it was the „Savremenno 
izkustvo" itself which became possible because of this 
successfully carried out project of arch. Pencho Koychev... 

The house of the Josiffovi family, built by arch. Koychev, 
was situated on 36 Macedonia St., i.e. near the „Russian 
monument" and not far from the house of Protich. At the time 
this project was commissioned to the young architect, he had 
just returned from Brussels after completing his education there. 
This was the first architectural project in the professional career 
of the future constructor of the majestic building of our Law 
Courts in Sofia. Later on, in the 80's, (in connection with the 



6 g^Homo Ha zoAHMa 2paguHa, koamo kbM 1914 z. Bene e 
npopacHaAa 6 MaAtjk, ho iiuiuho MHozoAucmeH napk. Ta3u kbma, 
noHe gokoAkomo MO&eM ga a pa3MemeM no MaAkomo ocmaHaAu 
chumIcu, 6cbmHocm e eguH om c6t>gHamume 6MHo8e Ha 
eBponeuckuH ceuecuon. Ho He npocmo no auhuh Ha npako 
pa3MemuMume 6 pa3Hume eAeivieHmu na apxumekmypHama u 
nanpaBa 6eAe3U u Bauhhuh omkbM Hau-3HaquMu o6pa3u,u Ha 
„MogepHua u cmuA, a kamo egim zemaAm Ha no6paHUH 6 kyAmypa 

omB'bH Bi>8 4>opMa, koamo me zo HagAuBee, u - omB^mpe - kamo 
noMecmue Ha uhhiumhu uoBeuiku pa3nopeg6u, koumo ga 
pa3Bem,ecm6am B npocmpaHcmBomo u no-cemHu kyAmypHU 
pa3peuieHu«. 3a\uomo, ako n. KouueB ctrtpa&ga „6uckBumeHama" 
kbma na yA. „MakegoHu«" kamo oBAagjmomo u3kyuieHue Ha 
„eBponeuckua" cAagkuui, unwe CbkpoBeH npegjviem Ha 
6piokceAckama uHuuuauua Ha mo3u 6i3A2apcku XeH3eA, mo p'bkama 
Haxygojknuuama, cyma nezoBa cbuyBcmBeHa cecmpa, me cu 
u3nuiue c BcekugneBeH mpyg, me Cb6epe 6 Heunama 
Bbmpeumocm, BegHO c yAezHaAomo cu BAagenue Ha cmapama 
CeBepua 6yp^koa3Ha kyAmypa, egHa mniJUHa opHaMeHmuka Ha 
6bAzapckume BuguMOcmu, c konmo... ga }ku6ee. MHmepuop'bm Ha 
^aiviuAHama u kbiu,a, koumo A. Mocu^oBa ko\tno3upa u 
nocmeneuHo gorrbABa Cbc cBou mBopSu npe3 nbpBomo 
gecemuAemue na 20 Bek, e 6ua mucach caM no ce6e cu kamo 
xygo&ecmBeHa uflAOcm, npegHa3HaueHa 3a BcekugaeBHO 
o6umaHue: 6^8 Bceku om cbcmaBamume 20 omgeAHu npegMemu 



\ house of Jossifovi being granted the status of a culture 
monument), a careful research done by P. Yokimov 7 - a 
celebrated historian of Bulgarian city architecture - would 
specify, that the total number of two such family houses of the 
„villa type", designed not only with functional intention and 
effect, but with obvious artistic purpose, have been preserved in 
Sofia - the house designed by P. Koychev on Macedonia St. 
(then Dimitar Blagoev Blvd.) and the house designed by arch. 
Fingov on Shipka St., which he constructed as his family home. 
(Nowadays the latter houses the seat of Foundation „Bulgaria".) 
As a matter of fact we should point out that together with 
another beautiful creation of arch. Fingov - the house of Adolf 
Funk on the crossing of Levski and Dondukov Blvd. (built in 
1903 as well) - the Jossifovi's house, designed by arch. Koychev, 
is one of the earliest examples of architectural Art Nouveau in 
Sofia. As far as the exterior is concerned, the house designed by 
arch. Koychev very much reminds (without any impairment on 
its originality) of another world-famous building - the house of 
Van de Velde in Brussels designed by the artist himself (1895). It 
bears similarity to his house in Weimar (1902) as well. Usually 
both houses are displayed in the most authoritative 
compendiums on history of art as exemplary instances of the 
new architectural form, synthesised in the brief but splendid 
epoch of the style Modernc* 

The deliberate asymmetry of the whole construction and of 
the tall polysegmental windows, the oddly segmented surfaces of 
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- Me6eAu, rmkam, a>goBe, c6emuAHuu,u, akcecoapu - 
npegcma6umei\Hama cbinHocm Ha cmuAa My e 6uAa opzamiMHO 
CbHAeHeHac HezoBomo SunioBo na3HaueHue, uau no-mouHO - 
caMama Sumnocm Ha Remarna e B^SegeHa 6 HeomgeAuiwa 
cbcmaBka Ha eguHHO xygojkecmBeHO npocmpaHcmBo. Cawume u 
kapmuHu na nBema, wapeg c mejkkunie pe36oBaHu mpoancku 
6io<j>emu, c nupomckume kuAUMu 6i>pxy co<j>ama, c 
U3nrbHMenume ceuecuoHHu nupyeinu no pe36ume Ha nuaHomo 
Seller, cmapuHHcmo cpe6po, MauceHckume koH(j>emuepu, 
koneHxazeHckume nopueAano&u cmetiHu qmiuu u Ba3ume <?a/te'6 
caAcma, ca 6u\u eAeMeHmu om no-eoAHMama „ckpuma kapmuna" 
Ha mo3u iwmepuop, miamo pa&H03naqHa uacm ca, o6a*ie, u 
pucyBaHume om Htn c nupozpa(j) u ufienmu AakoBe koume 3a 
xapmueHu omnaguvi u anmeuku, u3hiuho g^pBopesSemime 
pakAu, uika^ema ia*iemku 3a no*mcmBaHe u 3akauajvquu,u 3a 
kbpnurae & kyxnarna. (B mo3u MOMewm HapouHO omCaeBaM ga ce 
cnpa Ha cuM6oAn\ime cmouHocrnu 6 gekopauuama Ha 
omgeAHume npegntemu, 3amomome 2u pa32AegaMe na\j- 
o6cmouHo no-uacemHe, a 6uxuckaAa ga U3nvbkna cneu,u<j>uuHo- 
kyAmypHomo ka*iecm&o ua caMama nocmaHoBka Ha UHtuepuopa.) 
B uHmepuopa, cb3gageH om A. Mooi(j)o6a (c akmu6norno 
CbnpuMacmue u ncMouu, om cmpaiia ua cbnpyza ii) taikm cmpaRa 
na uuBuAU3oBaHUH qoBeuiku 6um ne e 6uAa npeHe6pe£Rama c 
AuuieHue om cmuAeH gekopyiu, cw „ckpuBaHemo" u om nozAega 
kanio HeAxmeupuamaa, n ga ce pa3kpuBa 6 egim npo6oiauuaAen 
MaHuep no-cuiVHarnarpegcmaBumeAHocm Ha HakakBu gpyau, 
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the roof with narrow chimneys and finials, the softly flowing lines 
of the silhouette of the house, the delicate iron railing on the 
balcony with its floral curves and the thin ornamental friezes of 
rusticated bricks - every element of the facade of the building 
designed by Koychev tells smoothly and confidently about the 
return towards the organic unity of natural form, which the 
leading figures of the Art Nouveau had long striven for. In spite of 
its impressive size the house leaves a peculiar impression of 
minuteness - like a house from the fairy tales, like the biscuit 
fantasy inhabited by Henzel and Gretel. The house was cosily 
situated in the street, at the back of a big garden, which by 1914 
had become a small but luxuriant green-leaved park. This house, 
as far as we can tell by the few preserved photographs, was in fact 
one of the dreams come true of the European Secession. And not 
only because some of its architectural elements display easily 
distinguished traits and influences from significant examples of 
the „modern" style, but also because of its being a Gestalt of the 
fascinatingly shelterless living world accommodated in the realm 
of culture, which on the outside identifies itself as a form that is 
going to outlive it, and on the inside - as a receptacle of intimate 
human decrees that can unfold subsequent cultural solutions into 
the space of a home. If it can be said that P. Koychev constructed 
the „biscuit house" on Macedonia St. as an expression of his 
overmastered temptation by the European cookie" and as a 
cherished token of the Brussels initiation of this Bulgarian 
Henzel, it is also true that the paintress' hand, like a feeling sister 



koHcmpyupaHu karno no-eAumapHu, geuHocmu u <|>opMu Ha 
iuiBom. J/feiuuHomo Bumae HaBcnkbge - a He caiuo 6 
npegpeiuemime 3a „8ucoku" jkaHpoBe aa u3kycmBomo - 
apxumekmypama, >ku6onucma. ToBa e co6cmBeHo eguH BeAuk 
akueHtn Ha ceuecuoHoBama MvBcmBumeAHocm* ( Makao u He 
caivio). MsHiuHomo myk Bumae HaBcakbge, noae&e sa okomo Ha 
xygo&mika BitfiMoimocmma 3a kpacoma ce Cbg-bpAa 6^8 Bcaka 
(|)0pMa Ha 6uBam,omo, 3amomo no2Aegt>m ua xygoiknuka - moBa 
e caiviomo npegcmaBumeAcmBo na kyAmypama. B mo3u civiucbA 
mpaGBa ga om6eAeiuM, ue goMt>m Ha ceM. Mocu<J>oBu e 
npegcmaBAHBaA eguH om Hau-paHHume ceuecuoHoBu no gyx 
uamepuopu 6 Co^uh, u ako ce ocHoBaBaivie Ha imkou u3&ogu om 
HaSAiogeHuama na g-p B. BacuAuima 9 B'bpxy koacmumyupaHemo 
Ha „<J>eHOMeHa S^Azapcku caAoa", mo He MO&eM ga nponycHeM 
HezoBama u3npeBap8amo-npegBemameAHa, kakmo u no- 
xoM02eHHo ecmemuuecka cmouHocm B cpaBHemie c no-kbcao 
o(j)opMeHu co(J>uucku unmepuopu 6 m.Hap. A &bA2apcku cmuA". 
Pa36upa ce, 6 mikou omnouieHUfl gHec Hue civte oSpeqeHu, yBu, 
ga goB-bpuiBaMe npegcmaBarna cu 3a Mocu(j>oBufl uHmepuop 
6Aa2ogapeHue ca/wo Ha egHa U2pa aa B^oSpajkeHuemo u 
pascbg'bka, u3BAuuauku no omAOMt>u,ume om opuzuHaAaama 
kapmuHa, (Makap u go6pe cbxpanaBanu u c Bkyc npenogpegenu 
6 anapmaMeHma Ha npo<}). CmauneBa) gozagka 3a Hako2aumama 
My aypa, mbu kamo mou Bene He cbiuecmByBa B cBoama 
UMocmHocm cAeg He3akoHiiomo pa3pyuiaBaHe Ha kbiuama npe3 
1987 2. om co^uuckama 2pagcka ynpaBa. 10 



of the architect, would painstakingly create and collect in the 
house interior not onlyjossifova's mellowed knowledge of the 
old bourgeois culture of the North, but also a refined ornamental 
design of Bulgarian visibles among which... she would live. The 
interior of her family home which was designed and gradually 
complemented by A. Jossifova during the 1 st decade of the 20 th 
century, was originally contrived as an artistic whole meant to be 
inhabited. Every single object - furniture, fabrics, utensils, 
candelabria, accessories - combined in organic union the 
representative essence of its style with its everyday purpose. Or, 
to be more specific, the everyday purpose of each article was 
elevated to being an inseparable constituent of an integral artistic 
space. Her own paintings of flowers displayed side by side with 
the heavy carved sideboards from the Troyan school, the Pirot 
carpets on the sofa, the refined Sezession pirouettes of the wood- 
carvings on the Seiler piano, the shiny Rococo silverware, the 
Meissen sucriere and comfit boxes, the Copenhagen porcelain 
wall-plates and the Galle vases in the salon, were all elements of 
the „hidden design" of this interior, whose equally significant 
parts were the waste-paper baskets and medicine cabinets 
pyropraphed and covered with coloured varnishes by the painter 
herself, the exquisitely carved wooden chests, the small cabinets 
for the dust-brushes and the hangers for the towels in the 
kitchen. (For the time being I would deliberately avoid paying 
attention to the symbolic value of the decoration of the separate 
articles, because I will deal with them later on. Here I aim only at 



Moke 6u mouHo myk e Macmomo 3a eguH kpambk ekckypc 
- 3a e'bAzapima, u ocoSeHo cbBpeivieHHUH 6iDA2apuH, koMymo e 
no-cBoucmBeHa ckAOHHocmma k'bM ugeoA02U3au,ua, omkoAkomo 
kbM co6cm6eHo kyAmuBauua Ha Au3HeHama cpega, u koumo 
o6uuauHo cu npegcmaBa pa3noAa2aHemo c „kyAmypHume 
o6pa3uu" 6 cmepuAU3upaHua Bug m. \ty3eunu ekcnonamu kamo 
Hemo no-HopM aAH o om HenocpegHomo um u3pajkeBue- 
CbnpucbcmBue c noBeka 6 HaebiUHua My Au3»ett cBam, 
BepoamHO Bene e mpygHO ga pa36upa u npeiuBjiBa hiu- 
CbpueBuHHama MUCbA Ha ceuecuona -Ba2HepoBun ugeaA 3a 
Gesamtkunstwerk, 3a LUAocnmama m6op6a Ha u3kycm6omo, 
({)UAoco(J)UHma na caMomo AuBeeHe karno u3kycmBo, ftgranoBuAa 
cbaBmopume Ha moBa memo 3a 6AMogamHo o6umznuc - 
Yitmo KoumcB u AHHa Mocu^oBa. Ho koa kyAniypa MOike ga 
3acmaHe 3ag cBoume o6pa3u,u, ako & nocmpoeHue ae Cb6epe u He 
gage MHcmo Ha ^Beuikomo npe6u6anue? 

Cocjmuckama apxumekmypHa ypeg6a omnpegu Bmopama 
cBemoBna Bouwa pa3noAa2a c He/viaAko npUMepu 3a nogo6HO 
nAogomBopHO kyAmypHo 63auMogeucmBue Me^kgy cBoemo u 
Myjkgomo, 6 koumo BtmuiHomo uge c yMupom6openomo 
npegHa3HaqeHue ga Cb6epe eceHuujima Ha 6T>Azapckomo, u 
Bogu go makuBaHezoBu npenogpei:gaHUH u ommeau, koumo 
unaue (kamofipou3numaiu,u om qucmo aBmoxmonuomo) 6uxa 
6uau HeMucAUMU. Heka caMo cu npunoMHUM virtucso-tno Ha 
BruemeHu 6 mpo^eume no mykamypume Ha napagnua 
Becmu6K)A 6 Cocjuiuckua gBopeuMepeuioBu monnema u imomu c 
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pointing out the specific cultural quality of the very concept of 
the interior.) The interior created by Annajossifova (with the 
active empathy and help from her husband) does not neglect any 
side of the everyday life of the civilized human being by 
divestment of stylish decorum, by .concealing" it from sight by 
reason of being unpleasant in order to reveal in a rather 
countrified manner the stronger representative value of some 
other activities and forms of life construed as more sublime. The 
spirit of refinement hovers above everything - it does not 
permeate only the „high" genres of art such as architecture and 
painting. This as matter of fact is a great highlight of the Art 
Nouveau sensitivity (though not solely belonging to this style) . 
The spirit of refinement hovers above everything because the eye 
of the painter is able to discern the possibility of beauty revealing 
itself in every existing form, because the vision of the painter is 
the very representative of culture. In the sense of the aforesaid 
we should point out that the home of the Jossifovi family 
presents itself as one of the earliest interiors in Sofia disclosing 
the spirit of the Secession. Based on some of the conclusions 
ensuing from the observations made by Dr. V. Vassilchina 9 on the 
constitution of „the phenomenon of Bulgarian salon", we can not 
neglect the foreboding spell and the consistent aesthetic value of 
this interior in comparison with interiors in the so called 
.Bulgarian style" designed later on in Sofia. Indeed in some 
respects we are doomed to complete our idea of the interior of 
the Jossifovi's house through pure play of imagination and mind, 



me±ku Hami3u i-bAmuuu - aAezopuuHa qbopivia, om6egH'b± 
noBguzama emHuueckama G^AzapmuHa 6 mpuyM(j)aAHa 
cbcmaBka Ha g^p^kaBHomo gocmoAenue. Mau egna kpuAama 
<J>opMyAa, U3ka3ana HenpegHaMepeHO 8^8 obpeHckama npeca 
(JLTUustre", 02.09.1943) om }KaH-IIuep Bo P aoc, uiBeuuapcku 
jkypHaAucm u gunAOMam, nocemaBaA Ewapufl HeegHokpamHo 

- „ Ccxpux, cmoAimama c BwaHtnuuckume kynoAu" 11 - koamo 
hu gaBa ucmuHcka npegcmaBa 3a \iama6a Ha me3u 
6Aa2omBooHU 63auMoaeucm6ufl c 6t>HuiHomo 6 oaMkume Ha 
mpu-uemupu gecemuAemua; a Cbiuo u ucmuncka npegcmaBa 
kakBo civie 3aay6uAu om eb3gageHUH no BpeMe na Tpemomo 
6T)A2apcko uapcmBo o6pa3 Ha e'bAzapckomo, nopagu 
HeGpakemie, ZAynocm u kyAmypno-ucmopuqecko HeBokecmBo. 
no omHOiueHue aa makuBa B'bogyuieBumeAHu BuguMocmu 
gHec Hue cmc BmecHenu no npuHyga go eguH MaAko uau 
noBene cuueHmucmku nogxog, nvbti ga ce kajke, egBa au hu 
ocmaBa gpye u36op, ocBeH eguH ucmopuko-u3kycm6o3HaHue6 
gocm-bn. 

ripouee, AHHa Mocu(J)o6a e 6uAa 6 onpegeAeH civiuebA no- 
macmAuBa - ga o6umaBa uygecHama kbiua Ha yA. „MakegoHua" 6 
oHaa Cocjuja, 6 Muumo zpagcku zpaguHu ca ivb(J>meAu cpeg 108 
gpyau Buga pacmeHua ome u (f)Aokcu, pu6e 6uAe u my6epo3U, 
uuumo }kuAum,a tie ca nagBuuiaBaAu g'bpBemama, ona3u cmoAuua 

- Ha cmpOHuiume ce mozaBa „Bu3aHmuucku kynoAu"... 

Aa oGumaBa, B^ortgaBauku npe6u6aHue. He e uygHO, Me 
goM'bm iia Mocu(f)oBu, c 6e3ycAoBHomo cu u3AT?46aHe Ha 



Ilo-MaAkama g^mepH Ha AHHa u nerm>p Mocu((x)6u Tymu npeg gt>pBeHama 
zpaguncka 6ccegka Ha ceMeuHama kbiua. riokpulVbrn Ha ceuecuoHo6ua 
naBuAuoH Moke ga ce 6ugu Ha I4a. 2. 

Anna and Peter Jossifovi's younger daughter Tutti sitting on the bar of the 
wooden summer- pavilion of the home's garden. The roof of the Secession 
pavilion can be seen on Illus. 2. 



ecmemitf'bM u HpaB, ce e npeB'bpnaA 6 ecmecmBen spagcku 
ueHm'bp tea Bucoka kyAmypa. Co<j>uuckama npeca om onoBa 
6peMe c oxoma cnoMeHaBa 3a nocemenuemo Ha Uapuija 
EAeonopa Ha 29 Mau 1909 2., 3a ga pa32Aega m>p6ama 
caMOcmoameAua u3AO)k6a Ha kapmuHu om A. Mocu(J>o6a, mozafta 
ypegeHa 6 goMa u. 3ana3en e u3hui,ho UHkpycmupaH c guaMaHmu 
u aMemucmu p-bueH qacoBHuk c BeH3eAa Ha H. B. EAeoHopa, 
nogapeH na Mocu<|)oBa om Uapuuama. no-kbCHo Khjizuhh 
E6gokua pego&Ho ug6a y Mocu<|)o6u 3apagu ypouume no 
)ku8onuc } koumo xygo&Hunama u npenogaBa. B apxuba 
Cmau^eBa ce cbxpannBam luikoAko nucivia u nokaHU om ABopeua 
om nepuoga 1909-152., kourno cBugemeAcmBam u 3a cneu,uaAHU 
AuBonucHu nopwku om A&opeua, npu quemo u3MjAiteHiie 
maAaHmfcin Ha ilocii(j)o6a e 6ucoko oueHeH. Cnopeg egno 
Cbo6meHue 6i?6 6. „Mup" (om 06,0<k 19312.) npu nocemenuemo 
cu na U3A03k6ama Ha AeHurne-xygo^HUMku, ypegeHa nog Heim 
nampomajk 6 2aAepuama na „AkcakoB", kbgemo nocM'bpmHO ca 
6uau u3AodceHU u nAamnaHa A. Mocu^oBa, Khhzuhji EBgokua e 
omkynuAa gBe kapmuHu , egHama orn koumo - Jogogengpu" om 
nokouHanu xy<jo)kHUU,a. 

Te3u no cbui,ecmBo c6emcku koHmakmu He ca 
eguHcmfeeHomo, koemo c6T>p36a A. Mocu^oBacnenuaAno c 
Uapuua EAeoaopa. Te gSeme cao6eguHeHu u orn eguHOMucAue 
8 MUAocbpguemo na 6it220iti6opumeAHocmma. MamepuaAHomo 
6AaeocbcmoffHue Ha ceM. MocucfoSu npe3 uhaoitio 6pene Ha 
CbBMecniHua um jkuBonn ce g-bA^ku He caivio Ha gocmouHama ja 
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hauling up the pieces of the original state of affairs (though 
carefully preserved and tastefully rearranged in the apartment of 
Prof. Staycheva) and thus recreating its aura of old times, because 
after the illegal demolition of the house in 1987 by the municipal 
authorities the interior ceased to exist in its integrity any longer. 10 

It would be relevant to make a small digression here; for the 
Bulgarian, and especially for the contemporary Bulgarian, who 
more readily arranges things in ideological paradigms, than 
cultivates his living environment, and who usually considers one's 
disposing of „cultural samples" in the sterilized manner of 
arranging museum exhibits to be something more natural than 
their immediate expressive co-existence with the human being 
within his vital worldly experience, it is probably difficult to 
comprehend and perform the innermost core of Secession - 
Wagner's ideal of Gesamtkunstwerk, of the Integral work of art, of 
the concept of living as art, which was the source of inspiration for 
the co-creators of this beneficial dwelling place - Pencho Koychev 
and Anna Jossifova. But is any cultural tradition capable of backing 
up its own samples unless it creates a domicile and spares room 
for human sojourn? 

The architectural arrangement of Sofia before World War II 
abounded in instances of such a fruitful cultural interaction 
between local and foreign elements, where the latter came with 
the placid purpose of collecting the essence of what is purely 
Bulgarian and caused such rearrangements and syntheses that 
otherwise (as springing from the purely parochial) would have 



BpeMemo cu 3aiuama Ha eguH uickeHep 6 ApceHaAa, kak-bBmo e 
nem'bp Mocu(J)o6, a u Ha u3kAioqumeAHomo nrbpceHe Ha 
„o6pa3uo6ume" AuBonucHu kapmuHU Ha ebnpyzama My - u\ta 
mhozo u no-lcbCHu cBuqemeAcmBa, nomBfco&aaBauiu 
3 aH6eHomo 6 egHa ny6Auka U ua (6. „Ach", 18.09.1907) na 
K. BeAimkoB: „HeuHO npou3BegeHue He ce e hBuao Ha egHa 
u3A0±6a 6uao myk - 6 Cocjma - 6uao 6 EBpona, 6e3 ga e 6uao 
npogageno BegHaza". Mmchho mo3u <J>akm omkponBa u 
Mucmomama na xpucmujmckua &ecm 6 
6Aa2om8opumeAHocmma Ha Mocu<J)oBa. EgHO mpo2ameAHo 
gokyMenmaAHO cBugemeAcmBo 2oBopu 3a moBa, kak npe3 
1918 2. Cbc CbgeucmBuemo Ha EkamepuHa KapaBeAoBa, ma 
ycmpouAa BtjB BoeHHua kAy6 6Aa2omBopumeAHa pa3npoga;k6a 
Ha cfiou kapmuHU, 3a ga nognoM02ae Swapume-uHBaAugu, 
nocmpagaAu B*bB Boumime. I/I 3aaBuAa Ha o<)>uu,epume om 
gpyjkecmBo „J/lH6aAug", koumo a nocemaBam, 3a ga U3pa3am 
6Aa2ogapHocm, qe u mn, u geuama u me noMazam, „gokamo 
uMaM cuau, u Bue uiuame Hy)kga". B mo3u cBou nenaAeH 
cnoMen no noBog koHMUHama Ha A. Mocu(f)o6a, AyAqeB, mach 
Ha gpy&ecmBomo, (koiviymo e 6uao go6pe u3BecmHo, Me ma e 
no npou3xog uyjkgeHka) nuuie cAegHomo, koemo Heka nocAy>ki 
3a om2o6op Ha Bcako ucmopuuecko (^apuceucmBo cnpflMO 
o6pa3a u: „...Hue, ocJmuepume-unBaAugu, 2y6uM egHa 
nokpoBumeAka; Cbnpy2t>m u BnpHa u ucmuacka gpyzapka- 
cnbmHuua 6 }kuBoma; geuama ii - ucmuHcka Mauka; Bwaapun 
- fapna pogm gwepx (kypcuB'bm - mou, K). M.-M.). Bcuuku 



been unimaginable. Let us remember the virtuoso of the cherry- 
tree canons and the local girls carrying heavy necklaces of gold 
coins which are woven into the rococo trophies on the stucco at 
the main entrance-hall of the Sofia Royal palace. They represent an 
allegory which at once exalts the ethnic Bulgarian essence to a 
triumphant constituent of the state grandeur. Or let us remember 
the felicitous emblem of our capital, stated unpremeditatedly by a 
Swiss journalist and diplomat in the French press (Jean-Pierre 
Borlos, In: „Ulllustre", 02.09.1943), - „Sofa, the capital city with 
Byzantine domes" 11 - which gives us true idea of the scope of 
those beneficial interactions with foreign cultures in the course of 
three or four decades as well as a true idea of the harm we have 
inflicted on the image of the Bulgarian essence created during the 
Third Bulgarian Kingdom and lost due to negligence, stupidity 
and cultural-historical ignorance. Regarding such inspiring visibles 
today we are forced to conform to the narrow limits of a more or 
less art-scientific approach. 

Hence, in some sense Anna Jossifova enjoyed a happier 
fortune - she lived in a beautiful house on Macedonia St. in Sofia 
at a time when 108 types of plants flourished in the gardens of the 
capital among which phloxes, licorice and tuberoses, and the 
houses did not rise above the trees. She lived in that capital of the 
„Byzantine domes" then under construction... 

To inhabit and to re-create sojourn. No wonder that the 
house of the Jossifovi family with its indisputable character and 
atmosphere of aestheticism became a natural town center of high 
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ga CHeMeM uianka u ga k&keM: Boz ga6a, Bo2 B3eMa! ...Tu AuBh 
CMucAeHo, mu ocmaBu cAegu 6 mhozo cbpua, ...a Ha 
unBaAugume Bg-bxna 6>ipa, He uMa ome goSpu pogwu Mauku, 
koumo hu pa36upam, nogkpenam, kozamo m6opuM kajwbk no 
kaMt>k pogHa cmpaxa. A maku6a xopa, kamo me6e, He yMupam: 
me >ku6eam u me ^kuBeam 6 Haiuume Cbpgua." (A. AyAueB. Egtia 
omm>pBume, 6t>6: ft. „IiHBaAug", 11.01.1931) 

npe3 1921 z. c Yka3 Ha u,ap Bopuc HI Aima MocucJ)o6a e 
ygocmoeHa, 3a 3acAyzu h>M Hauujima, c opgeHa faMcku kpi>cm, 
mpema cmenen, c kopom . 

Ho Heka ce BtjpHeiw oitiho6o kbM caMomo naqaAO Ha Beka - 
na 6T>npoca 3a o6umocmma „CbBpeMeHHO u3kycm6o", 3a poAama 
Ha AHHa Mocu4>o6a B Hen, a u Ha npu3panHama kbuw - mo2a6a 
ucmuhcka u npt>B 6 Cofym cuMnrnoM 3a no-Hamaim>iuHUH 
pa3u,Bem Ha Gbmpckua apxumekmypeH ceuecuoa. 

B pempocnekmuBama cu Bt)pxy ocHO&a&anemo u paaBoa Ha 
gppkecmBo „CbBpeMeHH0 u3kycm&o", ny6jvukyBaHa 6 kaniaA02a 12 
Ha K)6uAeuHama u3M»k6a npe3 1933 2., XapaAaivinu TaqeB 
pa3ka3Ba 3a cnonmaHHUH Hanun, no koumo B'b3Huk&a ugeama 3a 
cb3gaBaHemo My. X. TaueB u n. KouueB ce cpemam 6 CocJ)uh 
CbBceM Hackopo CAeg kamo KoimeB e 3aBbpwuA n'bpBama cu 
aoxumekmvDHa noptjMka — qoMa Ha MocucboBu, u ceza pa6omu 
B^pxy npoekma 3a nAeBeHckua MaB30Aeu. Tou kaHii npuameM cu 
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culture. The press in Sofia at that time willingly informed about a 
visit which Queen Eleonora paid to her on May 29, 1909 on the 
occasion of the first one-man show of paintings by A. Josiffova 
held at her home. A wrist-watch, beautifully inlaid with diamonds 
and amethysts and bearing the monogram of H. M. Queen 
Eleonora - a personal gift by the Queen to Josiffova - is still 
preserved. After that Princess Evdokiya regularly visited Jossifova 
for her painting lessons. A few letters and invitations from the 
Palace from the period 1909-15 are kept in the archives of 
E. Staycheva. They bear evidence of some special commissions of 
paintings from the Palace whose fulfillment earned high esteem of 
the talent of the painter. According to a note published in the 
newspaper „Mir" (from 06.06.1931) Princess Evdokiya visited the 
exhibition of women-painters then held under Her patronage at 
the gallery on Aksakov St., where paintings by A. Josiffova were 
posthumously displayed too. Princess Evdokiya bought two 
paintings from this exhibition and one of them was 
„Rhododendrons" by the late Anna Jossifova. 

These essentially social commitments do not exhaust the 
evidence of inner relationship between the personality of Anna 
Jossifova and that of Queen Eleonora in particular. Both of them 
shared similar compassionate views on charity. The material 
well-being of the Jossifovi family throughout their life together 
was due not only to the then worthy salary of Peter Jossifov who 
worked as an engineer in the Arsenal, but also to the exceptional 
demand for the paintings of his wife. There are many later 



TaqeB 6 ameAuemo cu, 3a ga My nokadce nepme&ume u Makema, 
u gokamo g6aMama zu pa32Ae}kgam, KouneB My oGacHfiBa koAko 
MH020 pa6oma 3a koAezu - xygo&Huuu u gekopamopu, me ce 
omBopu npu o<J>opMAeHuemo Ha MOHyMeHmaAHama C2paga - no 
BumpaAume, ukoHocmaca, cmeHonucume u ukoHume, 
ckyAnmypHama u g"bpBope36eHa ykpaca..., u koAko e Baiuio 
xygojkHuuurne, 6 quumo „cneu,uaAHOcmu ce cB'bpsBam 
cBo6ogHume u npuAo&nume U3kycm6a" ga ce oSeguHam B 
u3rrbAHeHuemo m makuBa „apxumekmomiuHu mBop6u" (kamo, 
B cAynan, MaB30Aea). Taka umchho ce noaBaBa saMUCbA^m 3a 
egHo cgpy&eHue Ha xygo^kHUUu u apxumekmu, koumo 6 
eguHOMucAue ga u3m>AHflBam kakmo ekcmepuopa, nvbu u 
uHmepuopa kamo uflAocmna m6op6a, u ga ce 2pu±am 3a 
noBcejviecmHomo npoHukBaHe Ha egHa Ho6a ecmemuka u m 
„MogepHUJi" cmuA. ABaMama go6pe pa36upam 3a kakBo cmaBa 
gyMa - gokamo KouqeB e 3aBt)puiuA B EpiokceA, koumo Hapeg c 
BapceAona Ha Taygu, e AOHomo na apxumekmypHua MogepH, 
TaueB e 2eHuaAeH gekopamop u ocBeH moBa - noAU2Aom; 
B^numanuk Ha Hamemo PucyBaAHO yuuAume, mou cmpacmHO 
cAegu no My&gume xygo>kecmBeHu cnucaHua, koumo cu U3nuc6a 
om EBpona, flBAeHuama Ha 3anagHama ceuecua. Kakmo e goSpe 
u3BecmHO, MAeHoBe-ynpegumeAu Ha gpydcecmBo „GbBpeMeHHo 
u3kycm6o u npe3 cenmeisiBpu 1903 z. cmaBam X. TavieB u 
kpumukbm A. npomuM, koumo cbcmaBam ycmaBa My, u ome - 
apxumekmume II. KouueB, K. MapuukoB u T. (J)uh2o6, 
xygo^Huuume Cm. MBaHoB, H. MuxauAoB, A- AackaAoB, u 



evidences confirming the statement we come across in a 
publication (In: newspaper „Den", 18.09.1907) by Konstantin 
Velichkov: „Not a single painting of hers has been displayed on 
an exhibition - either here, in Sofia, or in Europe abroad - 
without being instantly sold." It is exactly this fact that brings 
forward the purity of the Christian gesture in the charity activity 
of Anna Jossifova. A touching documentary evidence tells us that 
in 19 18 with the assistance of the outstanding painter 
Mrs. Ekaterina Karavelova she organized at the Military club in 
Sofia a charity sale of her paintings in order to help the soldiers 
who had been disabled during the wars. The officers from the 
Association of the disabled soldiers", who came to express their 
gratitude, were assured by Jossifova that she and her children 
would continue to render their assistance „until I have the 
strength to do it and until you are in need". In his sad memory 
on the occasion of the death of A. Jossifova, Lulchev, a member 
of this association, (who was well aware of the fact that she was 
a foreigner) wrote the following, which I wish to be the answer 
to every historical Pharisaism aimed at Jossifova's personality: 
„...We, the disabled officers, lost a patroness; her husband lost a 
faithful and true friend and an associate in life; her children lost 
a real mother; Bulgaria lost a faithful daughter of the nation (my 
italics - J. M.-M.) Let us all take off our hats and say: Man 
proposes, God disposes! ...You lived a life full of meaning and 
left your trace in many people's hearts. You breathed faith into 
the souls of the disabled soldiers that there are still kind 



pe36apflm-gekopamu6ucm II. KbtmeB. MaAko no-kbcao 
„ugeoA02-bm" m cgpykeHuemo A. npomuM me ka&e, 
„MucbAnia sa epynupaue ce a6u umchho MeAgy makufta, c 
pa3AUMHu CfieuuaAHOcniu xygoi:Huuu, 3am,omo me,... 6 cBoama 
npakmuuecka geameAHocm ca 6uau 3acma6eHu ga ce gupuni, 
HaMupam u Cb&MecmHO pa6omiim 3a ckoawmeAHama 
nocmpouka u mpegSa. m cbSpeMCHmma. 6%A2apcka cepaga (6 
aeuHsuna dtmpeumccm u drnkauiHocm)... iwonepu mno6orno 
CbdpeMCBHO usirranSo, 13 koemo 6 Hami] gnu cu npoSu n^m u ce 
mhoku Ha3anagHaI6pona. OcBeH mo6a, HoBomo gpy&ecm&o ce 
nocma6u ome no-paskona S^eapcka noM6a, 3am,omo... koAkomo 
u ga He MoAe ga He 6t>3HpueMa om 3anagHO-e6poneuckonio 
ii3kycmBo, moikoBa He mp^66a ga cmou Cbc 3am6opeHu omu 
cnpHMO Bcu^ko, koemo MoAe ga gage oineMecniBonio Ha 
MAagumexygoAKuuu, Bt)A2apua, cbccBoume aaMaimwi om 
nauuoHaAHO mkycmBo." M U3im>k6a f> 20MMama pasiuka Mokgy 
Mezo u „Apy>kecni6oiro Ha xygoiHuiwime 6 E^Azapua", koemo 6e 
3aHeisiapuAo ycmpoucrnSomo Ha u3Ao±6u u ce 6e omgaAo Ha 
g-bpAa&nu u ubpkoBHu nopwku, pa6omeiiu Ha6tp30 u cnagamu 
h>M iua6j\otta u cAnnomo upkgo nogpajkauue" (Bfls. 6h6a. no 
6eA.3, cmp.905). AokoAkonio cttfgameiume My-kakmo Ha 
npakrnuqecko, maka u na ugeuHo ociioBaHue, ab3HameAno ce 
pa32pauuMaBam om npcgxoigamomo 2u „ApyAecin6o Ha 
xygo&Huu,ume B B^Azapuj", ^unmo 4\eHoBe ca no-cmap\ime 
xvaoJiHuiiu-^akaaeMtiuu" kamo M/bokBimka u 
A. MumoB, u gpyetrniey^pe^uineAu HaFucy6aAHomo ynmume 
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Bulgarian mothers who understand and support us while we are 
building our home stone by stone. People like you never die: 
they are alive and will forever stay alive in our hearts." 
(A. Lulchev. One of the first, In: newspaper „Invalid", 1.01.1931) 

In 1921 with a Decree signed by King Boris III and for 
services to the nation Anna Jossifova has been decorated with the 
order Lady's Cross, third rank, with crown. 

But let us go back to the very beginning of the 20 th century 
and to the problem of the „Savremenno izkustvo" society, to the 
part which Anna Jossifova played in it, and to the ghostly house 
- then real - which for the first time in Sofia heralded the future 
efflorescence of Bulgarian architectural Secession. In his 
retrospective survey of the foundation and the development of 
the „Savremenno izkustvo" society published in the Catalogue 12 
of the jubilee exhibition held in 1933, Haralampi Tachev retells 
about the spontaneity of the idea of its establishment. H. Tachev 
and P. Koychev met in Sofia soon after Koychev had completed 
his first architectural commission - the house of the Jossifovi 
family, and was then working on the project for the Mausoleum 
in Pleven. He invited his friend Tachev in his studio to show him 
the design and the model of the Mausoleum and while they were 
looking at them Koychev explained about the work possibilities 
for many painters and decorators that the decoration of the 



npe3 1895 2., mo „CbBpeMeHHo u3kycm6o" u no uucmo 
4>opMaAeH 6eAea e Gwapckama „ceu,ecua", Makap, qe 6 cumyanua 
Ha memipBa koHcmumyupamu ce 6 u3o6pa3umeAHomo hu 
u3kycmBo akageMuuHu mpaguuuu, Btmpoebm 3a 
„omme2AHHemo" om akageMuama e mB^pge kpexko 
xapakmepuctmmeH. no-ckopo, gpyfcecmBomo ce cmpeMu ga 
om2oBopu Ha akmyaAHua npo6AeM, cmoam npeg uMama 
kyAmypHa o6mHocm, u Hau-onpegeAeHo (J>opMyAupaH om 
npo(J>. MB. IlIuuiMaHoB, cmapua nokpoBumeA u npuameA Ha 
PucyBaAHomo ynuAuiue, npeuMeHyBaHO om He20 (^ak npe3 
1907 2.) 6 „Xygo)kecmBeHa akageMUH", a uMeHHo - kak ga 
cmmcM eBponeuw, 6ugeuku 6hAzapu. Apy&ecmBomo 
„Ct36peMCHHO u3kycmBo" MH020 6t)p3o ycnaBa ga cneueAu 
nonyAnpHOcm, BkAioqumeAHO u cpeg nucameAU, kpumuuu u 
gt5p)kaBHuuu, npeBp'bmauku ce 6 cBoeo6pa3Ha eAunma 
ecmemimecka o6m,Hocm, konmo kbu 1933-ma Bene uMa 123 
MAeHoBe. C'bBceM cnpaBegAuBo B egna cBoh cmamua, 
ny6AukyBaHa 6 ABcmpua, npoc{). CmauueBa U3im>k6a 
munoA02uueckomo cxogcmBo na „C'b6peMeHHo u3kycmBo" c 
BuenckuH Sezession, u ocoGeHo B pOAama um Ha aBaH2apgHU 
gBu&enua 3a 2pagoycmpoucmBeHa kyAmypa. 14 

Kak co6cmBeHo ca u32Ae&gaAu nazAacume na ma3u 
o6mnocm 3a eBponeu3upaHemo Ha Gwapckua gyx, o6o6meHO 
pe(J)Aekmupa Bonn rieneB kbM kpaa Ha 30-me: „EgHa cuHme3a 
B^pxy ocuoBama na Swapckama gyuia - kpumumio u ome no- 
gM6oko BHukBaHe B uaAocmHua xapakmep na qyigume 



monumental building was going to present: the stained glasses, 
the iconostasis, the murals and the icons, the sculptures and the 
wood-carvings... He also pointed out that it would be extremely 
important for the artists „whose qualifications combine the free 
and the applied arts" to unite their efforts while creating such 
architectonic works" (as in the case of the Mausoleum). That 
was the outset of the idea about establishing a union of artists 
and architects who would unanimously create both the exterior 
and the interior as an integral work of art and would take care of 
an all-pervading new aesthetic doctrine and of the „modern" 
style. Both understood very clearly the meaning of all this. 
Koychev had completed his education in Brussels which 
together with Barcelona of A. Gaudi was the cradle of the 
architectural moderne, and Tachev was a real genius in 
decoration and on the top of it - a polyglot. He had received his 
academic training from the Bulgarian „State School of painting", 
but passionately kept up with the events in the contemporary 
Western art on the pages of the magazines he subscribed for 
from abroad. It is a well-known fact that in September 1903 
H. Tachev and the art critic A. Protich became founders of the 
„Savremenno izkustvo" society and stipulated the rules of the 
organization. The other founders are the architects P. Koychev, 
K. Marichkov and G. Fingov, the painters St. Ivanov, N. Mihaylov 
and D. Daskalov and the decorative wood-carver P. Kanchev. 
Some time later the „ideology leader" of the society A. Protich 
would say that „the idea of forming a group was born among 
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(J)omo2pa(j)ua orn 1909 2., noka36auu,a caAOHa m G^Aaapckama cekiuia na MeigyHapogHama xygo>kecmBeHa u3AO)k6a 6 Glas-Pahst, MtoHxen. Cpeg mBopGume Ha 
H. BeuiuH, H. MuxauAoB, A. HukoAoB u gp., hcho ce pa3no3naBam gBama HamiopMOpma om AHHa I4ocu(J>oBa 6t>6 Bucokume yqacnrbuu Ha cmenume. 
(CHUMkama e B UM, ♦« K3, on. 17, a.e. 286.) 

A photograph from 1909, showing the exposition-hall of the Bulgarian section at the International art exhibition held in Glas-Pahst, Munich. Amidst J. Veshin, N. 
Michaylo\, A. Nikolov and others' works one can clearly discern the two still lives by] Anna Jossifova hung on the upper walls. 
~* ' ' • ' " r T " ' Li. 286.) | 
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kyArnypu, kakmo u ycBoaBaHe Ha mo6a, koemo 6u 6uao 
HaucmuHa om 3HaMenue 3a aac u koemo 6u omaoBapiiAo Ha 
geucmBumeAuume hu ayrfcgu. AaACMHunm ugeaA 6u 6ua: ga 
npujviupuM npegMertiHocmma, cbBecmHocmma u g^ouuHama 
na HeMckama mucm c 4>peHckua cmuA 6 Hac, ga 
npomu6onocmaBuM 2py6ua Gwapcku ymuAumapu3'bM na 
pyckua HpaBcmBen ugeaAus^M, ga no6eguM cyxua go2Mamu3'bM 
Mpc3 cBo6ogHume <j>opMu Ha aHZAuuckomo mBop^iecmBo, ga 
npugageM Ha Hauiua op2aHuneH uHgu8ugyaAU3-bM civiucbA u ga zo 
o6Aa2opoguM qpe3 uiupokama couuaAaocm u 
ynuBepcaAucmuHHua gyx aa Opaauufl. Aa MoAexMe moBa!" 
(Uum. no Cm. llonoB. Ewapckama ugen, C. 1994, cmp.74.) 

rio36oAflBaM cu moBa omkAoaeaue, 3a ga MO)keM no-acHO ga 
cu npegcmaBuM amM0C(J)epama u cpegama, 6 koamo AUMHoemma 
Ha Mocu(j)oBa 6uBa B^npuema, u B koamo mBopqecmBomo u 
npugoSuBa kAioMoB CMucbA. 3amomo ma 6uBa nokaneHa 3a mach 
Ha cgpy&enuemo ome npc3 1904 z. u yqacmBa pegoBao 6 
eteognume My o6mu u3A0)k6u okoAo KoAega B Co$m go kpaa 
na >kuBoma cu, kakmo u Bi>6 Bamku npegcmaBumeAcmBa c 
mSop6u 11a nezoBu MAenoBe 6 „K)20CAaBflHckume" 
(o6mo6aAkaHcku) u Me>kgyaapogaume xygo&ecmBeau u3Ao&6u B 
BeA2pag (1904, no cAyMau kopoHauuama Ha cp'b6ckun kpaA 
rienrbp I), AoHgoH (1907), MioHxeH (1909), BeHeuun (1910), Pum 
(1911). 

3a npimacmHocmma Ha Mocu^oBa kbM egun „no- 
Bt>mpeuieH" kpT>2 Ha „C < b6peMCHHO lukycmBo" - Ha HezoBume 



artists with different specialties because in their practical activity 
they had been forced to search and find each other and work 
together for the final construction and arrangement of the 
contemporary Bulgarian building (in its exterior as well as in its 
interior) ...pioneers of the new modern art, 15 which at that time 
forced its way and established itself in Western Europe. 
Moreover, the new society stood even more firmly on Bulgarian 
soil because even if it could free itself from the inevitable 
influence of Western European art, it should not keep its eyes 
closed to everything that native land can give to the young 
painters, that is Bulgaria with its germs of national art." He 
pointed out „the big difference between this society and „The 
Association of Artists in Bulgaria", because the latter had 
neglected the organization of exhibitions and had dedicated all 
its efforts to commissions from the state and the church, which 
were quickly fulfilled, conventional and blindly imitative" (See 
the bibliography in note 3, p. 905). Since the founders of the 
new society deliberately differentiated themselves, both in 
practice and in ideology, from their predecessor „The 
Association of Artists in Bulgaria", whose members were the 
older „academic" painters like Mrkvitchka, A. Mitov and the rest 
of the founders of the „School of painting" in 1895, it became 
evident that even according to its purely formal traits 
„Savremenno izkustvo" is the Bulgarian equivalent of a 
recession". Though in the context of the still constituting 
„germs" of an academic tradition in our visual arts the problem 



Hau-apku npegcmaBumeAu, cBugemeAcmBa u npucbcmBuemo ii 
kamo eguHcmBewa gaiua 6 gekopauunma na egHa MaAka, maiuHO 
uAKKmpupaHa ct>c ceuecuoHHu BuHemku knu>kka c 
AumepamypHu emiogu om EIpomuM - „EBa (ckuqu u 
BneuamAeHUH)", C, 1907. Kopuuama u e o^opMeHa om 
AA.EcdkuHoB, ekcAu6pucbm Ha npomun e napucyBati om 
X. TaueB, cneuuaAeH MOH02paiu - om apx. K. MapunkoB, a 
BuHemkama c nepymiku om Mocu(f>o6a ykpacaBa 
caHmuMeHmaAHaina noBeAa „Ha 6aA". 

ITbpBama u3AoA6a, Ha konmo B Cofym ny6Aimno ce 
u3Aazam kapmuHu om Mocu<|)o6a - qemupu MacAenu 
Hanuopiviopma c uftemn u gBa akBapeAa, eguHuam om koumo 
u3o6pa3>i6a po3ii, a gpyztmm - neu3aik om HeMcku 2pag 
(nocAegHunm ceza6 koAekuuama CmauueBa), e u m>p6ama Ha 
gppkecmBo M CbBpeMenno mkycmBo". Ta e omkpuma npe3 
gekexiBpu 1903 s. B Ka3unomo (mozaBa Qxjma Bee oiue He 
pa3noAaza c Hapomia xygoi:ecm6eHa zaAepua), yempoeua „6e3 
HukakBa MopaAHa u MamepuaAHa noMom om cmpaaa Ha 
npaBumeAcmBomo", pa3noAaza c nbpBua 6 5bA2apua kamaAoz Ha 
xygojkecmBeHa \i3M»k6a, u c ouu,e no-UHmepectia c rnoBa, Me 
3aHBaBa BegHaza ciueu akueHm 6i3pxy gekopamuBHomo 
u3kycm6o, u egao om 6a}foiume HaMepeHua Haepynama 3a 
npogykmuBmi B3auMo6pi>3lai cuHgycmpua\nua gu3auH. 
npo30puume hi caAOHaca 6uau, no ugen naX. TaneB, 3akpumu c 
kuAUMu om <J>a6piikama wa KyceB - c gBoimamaneA ga 6bgam 
noka3aHu kamogekopainuBHu o6pa3u,u, u ga o^opMnm 
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about the reparation" from the academy had a very fragile 
characteristic validity. The Society rather strived to find an 
answer to the topical problem faced by the entire cultural milieu 
and most eloquently formulated by Prof. I. Shishmanov - the 
genuine patron of the „School of painting" who later on (in 
1907) changed its name to „National Art Academy". He put the 
problem that way: how to become Europeans being Bulgarians 
at the same time. The „Savremenno izkustvo" society quickly 
gained popularity also among writers, critics and statesmen and 
transformed into a peculiar elite aesthetic union whose 
members in 1933 already amounted to 123. In an article 
published in Austria Prof. Staycheva has rightly pointed out the 
typological similarity between „Savremenno izkustvo" society 
and the „ Wiener Sezession" and especially their role of vanguard 
movements for the culture of urban development and design. 14 

The concepts of this society for the means of introducing 
European values into Bulgarian spirit are generally reflected by 
Boyan Pen^v at the end of the 30's: „A synthesis in the virtue of 
Bulgarian soul, a critical and even deeper probing into the overall 
character of foreign cultures and the acquisition of what would 
be really significant for us and would correspond to our actual 
needs. The far-away ideal would be to reconcile in ourselves the 
objectivity, the consciousness and the depth of German thought 
with the French style, to oppose the crude Bulgarian 
utilitarianism to the Russian moral idealism, to overcome the dry 
dogmatism with the help of the free forms of English creativity, to 



nogxogamo 3a u3Ac»k6ama B^mpeuiHo npocmpaHcmBo. TaneB 
u3Aaza npoekmu 3a manemu, a xygo&ecmBeHomo g^pBogeAcmBo 
e npegcmaBeHo c mpu npegMema, cpeg koumo oco6eHo 
BHUMaHue npegu36uk6a CAOikHuam npoekm 3a „okaqaAka" 
(c uiecm pucyHku, 02AegaA0 u g'bpBopesea) Ha Ouh2o8, 
MapunkoB u TaueB, 3a cwkaAeHue, gocnvbnen 3a Hac Bene caMO 
no onucaHuemo aa npomun. n. KouueB npegcmaBa cBoh 
npoekm u <j>omo2pa(j)uu Ha kbmama aa Mocu(J)oBu. „Om 
u3AodcumeAume, HeuAeHoBe Ha aovnama — nuuie noomim 15 — c 
Hau-xygoikecmBeHu mu& e 3ac(mnem 2-Aa Mocu^oBa. 
HeuHume uBemn ca CbB^puieHo nAacmuuHU u 2AaBH0 - oco6eao 
Meaku..." Kim (pepguHang nocemaBa u3AoA6ama u U3pa3»6a 
B^xumeHue om nakou kapmunu u kuAUMume na KyceB. He 
pa3noAa2aMe c ucmopuMecko cBegenue kou mouHO om 
kapmuHume Tou e omkynuA moaaBa, 16 ho 6e3ycAoBHO gonakbge 
u nopagu HeaoBun }ku6 unmepec, BnocAegcmBue Bcuuku (!) 
u3Ao:keHu npou3BegetiuH ca 6uau omkyneHU. 

B o630piiume cu anaAU3u Ha nocAegBaAume u3Ao>k6u Ha 
„C'b6peMeHno u3kycmBo" npes nbpBomo gecemuAemue 
A. npomuu Heu3MeHH0 noguepmaBa xygojkecmBenomo 
npeBraxogcmBo Ha „gaMume u apxumekmume", saB^puiuAu 6 
MyikGuna, kamo no npaBuAo u3MC)kgy gaiviume m>p6eHcm6o no 
jkuBonucua 3peAocm omgaBa Ha Mocu(J>oBa, oGunauHO cAegBaHa 



| give sense to our innate individualism and refine it with the 
broad social essence and the universal spirit of France. I wish we 
could do that!" (Cited according to St. Popov. The Bulgarian 
Idea, Sofia. 1994, p. 74) 

I allowed myself to make this digression so that we could 
more clearly imagine the atmosphere and the environment where 
the personality of Jossifova had been accepted and where her 
creative works had acquired paramount importance. Because she 
was invited to become a member of the Society in 1904 and since 
then till the end of her life she participated in its annual 
exhibitions held at Christmas, as well as in every representation of 
works of its members at the so called „Southern Slavonic" (Balkan) 
shows, and at a number of great international exhibitions: 
Belgrade (1904, on the occasion of the coronation of the Serbian 
King Peter I), London (1907), Munich (1909), Venice (1910) and 
Rome (1911). 

The fact that Jossifova belonged to an „inner" circle of the 
„Savremenno izkustvo", is also suggested from her being the only 
lady among other most outstanding members of the society, 
participating in the delicate design of a small book, containing 
literary etudes by Protich - „Eve (sketches and impressions)", 
■ Sofia, 1907. It was beautifully illustrated with Art nouveau 
vignettes. The cover was mounted by Al. Bozhinov, the ex-Ithris of 
Protich was drawn by H. Tachev, there was a special monogram by 
arch. K. Marichkov and the vignette with irises by Jossifova 
decorated the sentimental novelette „On the ball". 
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om Anema Xoguna, gocmouHa „npegcmaBumeAka Ha MioHxenckuH 
Jugendstil" M36ecrniiama cxeiwamuuHocm u pumMimno no6map^m 
ce, Makap u ymfrbpgumeAeH Aakonua'bM, koumo He MoktM ga He 
3a6eAe;kuM 6 npeueukume Ha IlpomuM 3a kapmunume 11a 
Mocu(j)o6a, Hau-Bepoamno Mo^ke ga ce o6hchu c egna c6oeo6pa3Ha 
„HegopacAocm" Ha mozaSauiHama 6m2apcka ecmemuqecka MUCbA 
go cmenenma Ha a6cmpaxupaH0cm Ha cajvtua ±aHp Blumen- 
Stilkben, go civiucbAa na Cbiuecm6y6aHemo na mo3u &anp u3o6mo 
B koHmuHyyMa Ha cBponeuckun xyjviamu'bM - pumyaAnama 
ecmemu3auua na ^pmBama npupoga", cbnpo6ogena c 
BnyuieHuemo Ha peAU2U03Hua npecmuHkm memento mod 
llpou3xog'bm m m.nap. „4)AopucmuHeH u HannopMopm 6t>6 
(j)AaMaHgckume uxoAaHgckume uikoAu, (6 Muamo mpaguuua 
Mo^keM, Makap u c mkou yzoBopku, ga npuBuguivi AuBonucnama 
opueHtnauuii Ha A. Jfoaj<j>o8a), 3a pa3Auka om „6omaHUHeckama" 
My pa3Ho6ugHocm 6 u3kycmBomo na CeBepHua Penecanc 
(npegcmaBeHa\i3HaqaAHO 6 pucyuku Ha Aiopep; a no-kt>CHO - om 
Tbome), hu 6ogu npjiko kbM egun Bug u3o6pa3umeAHa 
aAezopu3auuji HagekopajnuBitu ^nuoM'bitu" om 6u6Aeucku 
cioAemu 6 >ku&omicnume naHa Ha Pozup Ban gep BeugeH, 
MeMAUHZ u gp., kbgemo St>B Ba3ume, ykpaoiBainu mpoHa Ha 
BoAunma iwauka, uau m>k npegnun iuan Ha cueHama Po&gecmBo, 
ca u3o6pa3eHu uBeirw c onmenuuB peAU2uo3HO-cuM6oAUMeH 
civiucbA - nepytiukume, HanpuMep, 03HauaBamu He6ecHama 
llaouua' kaHQUikinne — oviueBHama 6oAka Ha AeBa MaouM no 
Cmpacmume XpucinoBu; a 6eAume auauu ~ Heunama 
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The first exhibition displaying works of Jossifova to the 
public was at the same time the first exhibition of the 
„Savremenno izkustvo" society. There she participated with four 
paintings: four oil still-lives of flowers and two water colours: 
one depicting roses and the other - a landscape from a town in 
Germany (now in the collection of Emilia Staycheva). The 
exhibition was inaugurated in December, 1903 in the Casino (at 
that time there was no art gallery in Sofia) and was organized 
without „any moral or financial support from the government". 
It published the first Bulgarian catalogue of an exhibition of 
paintings and is even more interesting due to the fact that it 
immediately put a pronounced stress on the decorative art and 
declared one of the most significant intentions of the group for 
establishing productive relations with industrial design. It was 
Tachev's idea to cover the windows of the hall with carpets 
manufactured in the factory of Kusev with the twofold purpose 
to display them as decorative articles and to create appropriate 
interior space for the exhibition. Tachev displayed his project of 
wall-papers and the artistic carpentry was represented by three 
articles among which a complex design of a „hanger" (with six 
drawings, a mirror and wood-caning) made of Fingov, 
Marichkov and Tachev attracted special attention. Unfortunately 
we can judge it only by its description left by Protich. P. Koychev 
presented his project and photographs of the house of the 
JossLfovi family. Protich wrote 15 that „among the participants 
who are not members of the group, the most artistically spirited 



HenokbmHama uucmoma. npu o6oco6aBaHemo Ha 
ukoH02pa4)UHma Ha <})AopucmuuHUfl HamiopMopm 6 paHHUH 
17 Bek, na mo3u c6oeo6pa3en „ekcmpakm" om 6u6Aeuckama 
cuMBoAuka - om Maucmopu kamo AanueA Cezepc, Hh EpboaeA 
CmapuH, Hh AaBugc ge XeeM - 6 uea ce B^MOzBa egHO ome no- 
a6cmpakmHO e3omepuuHo BHyuieHue Ha peHecaHcoBama 
noemuka: Bb3npuflmuemo Ha omkbCHamun uBam kamo 3Hak 3a 
G'bpsomeqHocmma na BpeMemo, 3a mAeHHocmma Ha kpacomama u 
Ha uBemymuH AuBom. MHmyuuuama Ha kbCHUfl PeHecaHc 3a 
„kapHaBaAHomo", ckAOHHocmma kbM egno Heo6y3gaHO BeceAue u 
Hm iwkak „nana2aAcku t< -ni>cmpouBemHume kocmiOMU, ca MO)ke 
6u npnko c&bp3anu c oHoBa HecmuxBamo Ha BpeMemo 
Aio6onumcmBo Hm npupogHume mBopemifl - nmuuume, 
zaguHkume, uBemnma, 3peAume tuogoBe - na koumo e gageHO 
cenBamo BeAukoAenue, Mucmepuo3HO 3apagu mexHun mbu 
kpamkompaeH >kuBom; MoBekbm Bcye ce onumBa ga HanogoGu 
man „viecMUCAeHa", CbB'bpuiena kpacoma na nepa3yMHume mBapu, 
ho ocmaBa 6e3CUAeH ga no6egu CbgGama Ha cBoh pog - BpeMemo, 
u ma3u MaAka, ho neu3AeMUMa nibza ce omneMamBa B omgagenama 
u3nucanocm na ^pmBama npupoga". Kakmo ka3Ba Bchhmuh, 
Hue CMe nacAeguAu om cbkpoBuuuiuuama Ha eBponeuckomo 
o6mecmBo egHa cmapa uemia MOHema - om egtiama u cmpana 
cmou MeAanxoAunma, a om gpy2ama - CMtjpmma... 

OmHOCumeAHO MAagama 6^A2apcka AuBonuc ce paakpuBa 
npeg nozAega Ha (gocma 6e3koMnpoMucHua h>M Hen) kpumuk u 
ucmopuk ripomim ZAaBno B pa3Bumunma Ha no- 



articles are presented by Mrs. Jossifova. Her flowers are plastic in 
a superb manner and what is most important - they are 
extremely soft..." Prince Ferdinand visited the exhibition and 
expressed his admiration for some of the paintings and for the 
carpets manufactured by Kusev. There is no evidence about the 
paintings He bought then, 16 but afterwards all (!) the exhibits 
displayed were bought, which was undoubtedly partly due to 
His keen interest. 

In his surveys and analyses of the subsequent exhibitions of 
„Savremenno izkustvo" in the first decade of the last century 
Protich invariably pointed out the artistic superiority of „the ladies 
and the architects" who had graduated abroad. As a rule, among 
the ladies artistic maturity was first and foremost ascribed to Anna 
Jossifova usually followed by Aneta Hodina, „a merited 
representative of the Munich jugendstil". The sketchiness and the 
rhythmically occurring though positive terseness of the judgement 
of Protich when expressing his opinion of the paintings by Jossifova 
can not pass unobserved. They are most probably due to a peculiar 
underdevelopment' 4 of the aesthetic thought in Bulgaria at that 
time in relation to the extend of abstraction of the genre of 
Blumen-Stilleben and to the meaning of the existence of this genre 
in the continuum of European humanism - the ritual 
aesthetization of „lifeless nature" accompanied by the suggestion of 
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HenocpegcmBeao „xyMaHucmuqHume" jkanpoBe kamo 
„6umo6ama kapmuHa" u nopmpema, uau ucmopuueckama u 
,,ge6cm6eHo-MumoA02UHHa" cio&emHocm. HarmopMopnvbm e 
CAa6o pa36um, ako ii3o6mo ce HaSAiogaBa, oc6eH y Mocu(j)o6a f 
3amo6a mn e, rnaka ga ce ka?ke, „caMa 3a ce6e cu cmoema"; 
3amo6a npomuM, a u gpyzume, Mozam ga cbgnm 3a 
nocmu>keHuemo ii caMO no „Me2kocmma, HakHocmnu" u 
„cu2ypHocmma" B innbAHeHuemo Ha Heunume uBenm, o6mo 
63emo - no egttu micmo no3umu6Ho-ncuxoA02UMecku 
pa3HerneHu 6eAe3u. Ako mpa6Ba ga npeu3nvbAkyBaMe ufiAomo 
moBa B^npuamue B cBenuuHama Ha BeHHMUHoBomo ct>>kgeHue, 
mo npomuM u gpyzume ca nony&cmBaAu B HamiopMOpma, Moke 
6u, oMepmaHUiiina na MeAanxoAuama, ho He u Heu36e>hiama u 
aAezopuqecka Hepa3<jeAHocm c o6pa3ume Ha cM'bpmma... Ha 
egHo no-ycpegneHO paBHume Ha B^npueiviaHe 6 u3o6pajkeHuflma 
Ha Mocu(J)oBa ce agMupupa gopu 2AaBHO ycneumomo 
Hamypocbo6pa3ue - enocoSHoemma um ga Cb3ga6am 
(uAK)3opHomo) BneqamAemie 3a npucbcmBuemo na 
„ucmuHckume" uBemn, c mexHue apoMam u ecmecmBeHo 

06a2pCHU (J)OpMU. 

Tyk CAegBaga uanoMHUM, Mo&e 6u, cxogHama nepuenmuBHa 
cumyauua 6 3anagHa EBpona no BpeMemo Ha o6oco6nBaHenio Ha 
}kaHpa - ko2amo B uepapxuama Ha ueHHocmume, nocmaHo&aBaHa 
3a o6mecm6onioom nau-a6mopumemHu cbgHuuu no (Vbnpocume 
Ha u3kycmBomo, namtopMopmume Ha uBema ca 3aeivuAu no- 
Huckume ema±u, gokamo no-6ucokume ca Heu3MeHH0 3ana3euu 3a 

34 



the religious prestinct memento mod The origin of the so called 
„floristic" still-life in the Dutch and Flemish schools (in whose 
tradition we can, though with some reservation, find the grounds 
for the pictorial orientation of Jossifova), unlike its ^botanical" 
variation in the Northern Renaissance (represented originally in the 
drawings of Diirer and later by Goethe), leads us directly to a kind 
of pictorial allegorizing on decorative fragments" of the Biblical 
scenes such as found on the canvases of Rogier van der Weyden, 
Hans Memling, etc. There flowers bearing precise religious- 
, symbolical meaning are depicted in the vases decorating the 
Throne of the Holy Mother or in the foreground of the scene of the 
Nativity. For instance the irises symbolize the Queen of Heaven; 
the columbines - the torments of Virgin Mary during Christ's 
Passion and the white lilies - Mary's intact purity. In the process of 
the formation of the iconography of the floristic still-life in the first 
half of the 17 th century - of this peculiar „extract" of Biblical 
symbolism - by masters like Daniel Seghers, Jan Breugel the Elder, 
Jan Davidsz de Heem - an even more abstract esoteric suggestion 
of the Renaissance poetics mastered strength through it: the cut off 
flower was viewed as a token of the swift-flowing time, of the 
perishable nature of beauty and of flourishing life. The intuition of 
the later Renaissance for the „carnival" element, the tendency 
toward a wanton gayety and the somewhat „parrot-like" variegation 
of the costumes were probably directly linked to the invariably 
keen curiosity of the epoch to those natural phenomena - the 
birds, the creatures, the flowers, the ripe fruits - which have been 



m.Hap. „iaHpo6aiu6onuc u . „Te3u m6op6u [m.e. 
HamtopMopmume - 6. a.], noka38am,u MaAkume nema Ha 
MoBe^ecmBomo, MH020 pagko ca 6uau npueMami 6 koAekuuume 
Ha My3eume." 17 MHmepecbm kbM max, Cb6ygen oka3UOHaAHO om 
BpaHgeH6yp2ckuH Kyp<j>topcm, koumo npe3 1647 2. pa3MeHH c 
Itayumckama u^pkBa 6 AHmBepneH HakoAko moiuu Ha cBemuu 
om BepAUHckama kamegpaAa 3a egun caMO ^AopaAeH HamiopMopm 
om Cezepc, ce npeBp'bui.a 8 My3euHo-koAeku,uoHua uennocm eg6a 6 
xoga Ha 19 Bek, nog Bauahuc Ha 6yp>koa3Homo 
npoc6emumeAcm6o. Pa36upa ce, pa36umama 6iop2epcka kyAmypa, 
3a koflmo uHtnepuop'bm e npegu Bcuuko „y6eAutue Ha 
koAekuuonepa" (EeHflMun), uivinpe2Hupa B'bB BAeueHuemo cu kbM 
HamiopMopma cBoama no-cekyMpHa cemuBnocm, ckAOHHocmma 
cu kbM kyAmuBupanume HacAagu u 4yBcm6eHu ygoBoAcmBua na 
npuBamnomo 6umue. AAe2opu4Hama 3HamiMocm ua uBemHua 
HamtopMopm nou36AegH>iBa, a ce B'b3gu2a uucmo gekopamu&Hama 
My cmouHocm. Ilpe3 m>pBama uemB-bprn na 19 Bek, 
(J>AopucmuHHUiim HamiopMOpm ce Bt>3pa>kga GAackaBo B 
pa6omume na usyMumeAHua Maucmop, BueHuaHUHa Mo3ec{) Hu2, 
koumo puq'Ba c MacAo, uau c (oco6eno mpygHama mexnuka) 
eMauAu B-bpxy nopueAanoBu nana - 3a Bueitckama nopueAanoBa 
MaHu^akmypa Ha Xa6c6yp2ume. 

HamtopMopmume na Mocu(J)o8a He ca u3iVbAHeHu momo 6 
u3kAK)uumeAH0 „nogpo6Hun" jkuBonuceH kaHOH na ^AaMangcko- 
xoAaHgckama „(j)AopucmuMHa" mpaguuua, no-GAus'bk go koamo e 
Mo3ec{) IIu2, Humo momio B MogyAa Ha ceuecuoHHama AUHeapHo- 



endowed with striking and even mysterious magnificence because 
of their transient life. Man in vain tries to imitate this ^on- 
premeditated", immaculate beauty of the unreasonable creatures, 
but remains unable to overcome the doom of his kin - the Time, 
and this minute and yet incurable sorrow has impressed itself in 
the dedicated depiction of the „nature tnorte". As W. Benjamin puts 
it, we have inherited from the treasury of European society the 
ancient and valuable coin of allegory - its one face is melancholy, 
and the other is death... 

The relatively young Bulgarian art of painting revealed itself 
to the eyes of the (quite uncompromising) critic and historian 
Protich mainly in the development of the more immediately 
humanitarian" genres like the „scenes from everyday life" and the 
portrait, or in the historical and „innocently mythological" range 
of subjects. The still-life was poorly developed and was hardly 
represented elsewhere but in the paintings of Jossifova, that is 
why she was, so to speak, „standing on her own". That is why 
Protich and the rest could judge her achievement only by the 
„softness, tenderness" and the confidence" in the manner her 
paintings of flowers were executed, i.e. - by characteristics 
differentiated on a purely positively-psychological ground. If we 
are to interpret once again this opinion in the light of the words of 
Benjamin, then it would become clear that Protich and the rest 
have probably felt how the still-life delineated melancholy but not 
in its inevitable allegoric inseparability from the images of death... 
On a rather average level of perception the paintings of Jossifova 
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nAockocmHa cmuAU3aaua Ha pacmumeAHua MomuB. Te hu ce 
npegcmaBam B egim pa3no3naBaeM unguBugyaAeH cmu\ ebc 
cuaho gekopamuBmj BwyuieHUH. B HHkou om paHHume u 
(yMe6Hu) ckuuu u pucytiku Haucmuna Moke ga ce Bugu u3BecmeH 
„6omaHUMecku u namypaAus'bM, ho 3peAume u pa6omu, pucyBaHU 
B Ewapuji, u3o6pa3HBam c eguH no-ckopo Aek, uMnpecuBeH 
pucyHi)k, HenuuBama nAacmuka Ha ^pmBama npupoga"; 6 
akBapeAume uBenmma ca nomoneHu 6 MyBcmBenama, 
amMoc4>epuuHa npo3upHocm na 4>OHa u aikaui cBemAUHHO 
u3AM6am cBoemo ecmecmBo, a 6 MacAeHume kapmuHu - 
mbMHume, g^Afioku 4>OHoBe Cb6yigam pogcmBomo cdc 
cmapume xoAaHguu, u Meko npuiomaBam nacmeAHume 
xapMOHuu Ha 6ykemurne. 

FIocmeneHHo, u32Ae^kga no Aozukama Hau-MaAkomo Ha egHa 
koHzeHuaAHOcm HaiuBonucHume um rcvbpceHUH 6 cc[>epama Ha 
eAumapHama, caAOHHa u3o6pa3umeAHocm, Makap u B 
pa3AimHume AanpoBe Ha nopmpema u HamiopMopma, ce CAynBa 
c6AU3kaBaHemo Ha HukoAa MuxauAoB u A. Mocu6oBa, koemo ce 
Manu(J>ecmupa 6 egHa rrmxHa cbBMecmHa ekcno3uu,u>i 6 Cotjma 
npe3 cenmeMBpu 1907 z. Bcbuuiocm, Ha Hen ca npegcmaBeHu c 
HHkoAko ^kuBonucHu m6op6u u 3a6eAe±umeAHu>im cumBoaucih 
Touika MuoB, kakmo u nokaHeHunm 3a yuacmue orn MocuioBa 
ueuH 6uBui HeMcku npenogaBameA npocj). AauueH. (BeponmHO 
nokaHama u e 6iua omnpaBeHa kamo omBemen &ecm 3a 
HeuHomo yHacmue B pempocnekmuBHa U3Ao±6a Ha 
Bt>3numaHuuume aa xygojkecmBeHomo yuuAume 6 EpavHiuBauz, 
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were appreciated mainly because of their successful imitation of 
nature - their ability to create the (beguiling) impression of the 
presence of „real" flowers with their scent and naturally coloured 
forms... 

Here we have to remind probably of the similar perceptive 
situation in Western Europe at the time the genre was 
establishing itself, when in the hierarchy of the values stipulated 
for the society by the most influential art critics, the still-life 
paintings of flowers took the lower steps while the higher were 
invariably reserved for the so called „genre painting". „Such 
works of art [i.e. the still-lives] showing the small matters of 
humanity would have hardly been collected in a museum." 17 
The interest in them was aroused occasionally by the Great 
Elector of Brandenburg who in 1647 offered the Jesuit church in 
Antwerp several relics from the Berlin cathedral in exchange for 
a flower painting by Seghers. But this interest became a value 
from the point of view of museums and connoisseurs' 
collections only in the course of the 19 th century under the 
influence of the bourgeois enlighteners. Of course, the highly 
developed Burger culture which conceived the interior mainly as 
the „refuge of the collector" (Benjamin), impregnated its 
attraction to the still-life with its more secular sensitivity, with its 
propensity toward cultivated pleasures and the lusty 
sensuousness of the private life. The allegoric significance of the 
floral still-life shrivelled away and its decorative value came to 
the forth. In the first quarter of the 19 th century the floristic still- 



cbcmoflAa ce no-paHO Cbiuama 2oguHa. Egim neu3adc om Aauuen, 
noka36aa na u3A0}k6ama 6 Co<f)Uii, ceaa ce nasu 6 koAekuuama 
CmauueBa.) 3a cwkaAemje, MaAko ce 3Hae 3a xapakmepa Ha 
m6op6ume, cbcmaBuAu ma3u u3AoA6a, u oco6eHO oae3u Ha 
T. AauoB, Muemo mBopqecmBo, ocBeH, Me e CAa6o npoyMeHO kbM 
gneuiHa gama, e u 6 zoAHMa cBoa Macm ymimo&eHo npu 
6oM6apgupoBkume aa Co<J>ua, ho m>k Ha BpeMemo cunwe 
Bi336yguAa gpaMamuuen ge6am. PagukaAHo ompuuameAHama 
peu,eH3UH Ha mBop6ume Ha Mocu(j>o8a, MuxauAoB u MAagua 
AauoB om „Hakou cu 2-h A- TogopoB, npegcmaBuA ce kamo 
xygoAecmBeH kpumuk" 6t>B 6. JpaikganuH" (02/03. 09. 1907 2.) 
npegu3BukBa KoHcmaHmim BeAUMkoB ga ny6Auky6a cmpacmen 
„AneA b)M Bwapckume xygo&nuuu" (6. „AeH", 18.09.1907 2.). 
il3ka3aHomo om A- TogopoB no noBog Ha u3Ao^k6ama u mi^ajiBo 
o6ocHo6ano MHenue, Me „Hiie, 6-bA2apume B MacmHocm, HaiviaMe 
cBou opuauHaAHu xygo&Huuu u xygo&ecmBo"; u Me „ga ce 
zoBopu 3a Hauie, 6iDA2apcko u3kycmBo e npocmo CMeuiHo" 
nog6y>kga 6Mcka6ama iwucbA na xyMaHucma myk ga ce omAee 
Bi)6 (j)UAU2paHiia upoHua u yHumoAumeAeH 2hhB kbM HaxaAHomo 
neBokecmBo na mo3u „2Ayn npo^an". 14 Makap Me mou He 
nponycka ga nogqepmae nepconaAno maAaHma u Ha gpyaume 
gBajvta 3ace2Hamu xygoAnuuu, kakmo u gocmouncmBomo na 
nauuoHaAHomo u3kycm6o, Hau-HeykpomuMomo BirtMymenue Ha 
BeAimkoB e npuMUHeno Bcbiu,Hocm om noceaameAcmBomo 
cpemy UMemo Ha Mocu^oBa. rioHoke, cnopeg He2o, ma e 
„xygo}kHuua, koamo B oGAacmma na uBemama u Ha neu3aAume 



life was brilliantly revived in the works of the astounding master, 
the Viennese Joseph Nigg who painted in oil or used (the 
extremely difficult technique of) overglaze enamelling on 
porcelain plaques - for the Vienna porcelain manufacture of the 
Habsburgs. 

The still-lives by Josiffova do not strictly follow the immensely 
elaborate" pictorial cannon of the Flemish and Dutch „floristic" 
tradition which is abided more strictly by Joseph Nigg. They do 
not follow the module of the linear and tabulated floral ornament, 
typical of the Art Nouveau stylization either. Her still-lives present 
themselves in an easily distinguishable individual style with strong 
decorative influence. Certain „botanical" naturalism can be 
noticed in her earliest (student's) sketches and drawings but her 
mature works, painted in Bulgaria, depict the neat plasticism of 
Jifeless nature" with rather light and vulnerable lines. In her 
water colours the flowers are dipped into the sensuous, airy 
transparency of the background and radiate their substance as if 
by means of light. In her oil paintings the dark and deep 
backgrounds awake the feeling of relationship with the old Dutch 
masters and softly provide shelter for the pastel harmonies of the 
flower bunches. 

Gradually and seemingly following the logic of at least 
congeniality in their artistic gropings in the dignified 
appearance of elite and parlour painting though in the genres of 
the still-life and of the portrait respectively, Anna Jossifova and 
Nikola Mihailov drew closer to one another. This fact was 
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gocrnuaa go mrngmunytMo cbBtpiueticmBo,... w Bcaka iieuHa 
kapmuna e egua uiegboB'bp A TogopoBy hc nogo6a6a ga 
zoBopu 3a nen ocBen na koAeHe! Hakpan mou npu3oBa6a „MAagu 
u cmapu 6-bAzapcku xygojkHuuu" ga My iwnpamflm c6ou 
nognucaHu npomecmu cpeiuy HeAenama kpumuka, 3a ga 
3ac6ugemeAcm6y6am 3aegno c Hezo yBa^keHuemo cu Hm 
„o6ugeHama xygoitmua u ockBepHeHomo u3kycmBo". 

Ta3u, pa36upa ce, goiwk'bge npoBokupaaa orn uckpeH zhr& 
6T)3BuujeHa anoAoaun, onrb^kgecmBflBauta Mocu^oBa Cbc caMomo 
xygo±ecm8o, u mo npucbgena om 6e3ycAO&Hua kpumimecku 
aBmopumem m K. BeAuqkoB npeg nakoAko nokueHu* 
uMineAekmyaAuu, e Mojke 6u Hau-Bucokama ouenka, gaBaHa 
HKkoza Ha HeuHarna mBopnecka auhhochi, ho itih, gopu u ako e 
3acuAeHa om oecmoflmeAcmBama, Bee nak hu ga6a ofiekmuBHa 
npegcmaBa 3a ctAHunckomo Mflcmo, ompegeiio na xygojknunanaa 
B 6bA2apckomo uskycmBo 6 HaMaAomo na MUHa\ua 6ek, u nioBa 
MHcmo e gaAeu na<j „BmopocmeneHHo". 

Ommyk namanibk ogo6pumeAHume u agMupamuBnu 
om3u6u He cnupam ga cbm5mcmBam Bcaka iuSonucna nojiBa Ha 
Mocu^oBa npeg oxjxiuckama ny6Auka - Bcuuku fti^apcku 
ueHumeAu go6pe nojuaBam cBoama HecpaBniiMa „jl\i6onucka m 
uBema", Makap \e 6 ikaHpa fo>M 1919 2. Beue y5egume\HO ce 
npoaBaBa u maAatimbni Ha EAucaBema KoncyAoBa-BajoBa. 
npuBugnHomo orn cbBpeMeHHua um kpumukE. Cm. MumoB 18 
npegnoAa2aeMoocme3aH\ie, 2apHupaH0 c aoiu aegaaozuHecku 
npu6kyc, o6aue m onipa3flBa agekBamHO nurno 
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manifested in their joint exposition in Sofia in September, 1907. 
However there were other two participants in this exhibition: 
the remarkable symbolist Goshka Datsov with a few of his 
paintings and the former German tutor of Jossifova, Prof. 
Leizen, whom she had invited. (Probably her invitation was a 
response to her participation in a retrospective exhibition of the 
students of the Art School in Braunschweig held earlier the 
same year.) A landscape by Leizen, once included in that 
exhibition in Sofia, is now part of the collection of Emilia 
Staycheva. Unfortunately we know little about the character of 
the paintings from this exhibition, especially of those by 
G. Datsov, whose creative works apart from being poorly 
investigated up to date, were destroyed to a considerable extend 
during the bombing in Sofia. But at the time of question the 
exposition provoked a dramatic debate. The radically negative 
review of the paintings of Jossifova, Mihailov and the young 
Datsov, written by „a certain Mr. D. Todorov introducing himself 
as an art critic" and published in the newspaper „Grazhdanin" 
(01/03.09.1907) proved to be a challenge for K. Velichkov to 
publish an ardent „Appeal to Bulgarian painters" (In: newspaper 
„Den", 18.09.1907). The vaguely reasoned judgement of 
D. Todorov that „we, Bulgarians in particular, do not have 
authentic art and artists of our own" and that „it is simply 
ridiculous to talk about Bulgarian art" provoked the brilliant 
thought of the humanist to cast a mould of filigree irony and 
devastating anger because of the impertinent nescience of this 



imguBugyaAHume aM6uuuu, Humo cbomBemmime luacmuuecku 
nocnuukeHua Ha gBeme apmucmuMHu gaiviu. Cpa6HeHuemo 
Me±gy max e no-yMecmHO B^ocHoBa Ha o6mama um 
koAekuuoHepcka cmpacm kbM G^Azapckume cmapuHu — uieBuuu, 
kepaMuka, kuAUMu, Hakumu - Heu3HepnaeM u3Bop, oco6eHO 3a 
Mocu<j)oBa, na MomuBu 3a cuiime3upaHemo Ha „Bucokua", 
cmapoCwapcku opHaMeHm B cbBpejueHHomo ii G^Azapcko 
u3kycmBo. riocAegoBameAHocmma Ha Mocu<J>o6a 6 Heimama 
omgageHocm Ha ecmemukama „ga cwkuBaBa" 6 ompagHu 8Aegku 
MKpmBama npupoga Ha uBemnma e mt>u 6e3ycAoBHa u 
npogykmuBna, ue BcbmHocm B nauiemo u3kycmBo Moke 6u u go 
gnec B moBa omnouieHue ma linivia c kozo ga G'bge cpaBHnBaHa. 
B o6e3AK)geHume ii kapmuHu uBemama ca „Hemo B ce6e cu" - 
npupogu, He3aBucem,u om noBeuikomo npucbcmBue, 3a koemo 
MOikeM ga ce gocemuM caMO no maxHama omkbcnamocm, u - 
pagko - nocmaBeHocm 6^6 Ba3a uau Ha p^6a Ha Me6eA; Bunazu 6 
n-bAHouBemue, ho no-ckopo MeAauxoAiio o6a2penu. 
B utimepuopume Ha co(jmuckume 6ypAoa3Hu goMoBe, 6 koumo e 
Bee ome CAa6o no3nama, uau CbBceM omcbcmBa 
„pumyaAU3upauama" Bu3uh na egua, UMnpezHupama 
npuuacmnocmma Ha Bcuuku cemuBa nacAaga 6 koHcyMauuama Ha 
npupogHomo u3o6uAue, namiopMopmume Ha Mocu(|)oBa 
B'bBokgam Cb3epuaHuemo na eguH hoB Bug kpacoma - 6 ueuuufl 
MaHuep ecmecmBomo Ha uBemama ce pa3kpuBa B 
uHmepakuuama na kyAmypHu cuau: uoBeuikomo u 
lie-MoBeuikomo, 6o}kecmBeHomo u u3kycm6eHomo. 



„braindead ignoramus". Velichkov did not omit to make 
personal reference of the talent of the other two offended 
painters and to uplift the dignity of our national art, but his 
unabated resentment was caused by the outrage against the 
name of Jossifova. In his opinion „she is a paintress who reaches 
unsurpassable perfection when depicting flowers and 
landscapes... and every painting of hers is a real masterpiece." 
Todorov had the right to talk about her only bending down on 
his knees! At the end Velichkov invoked „young and old 
Bulgarian painters" to sign and send him their protests against 
the ridiculous critic in order to back up his respect towards the 
„insulted paintress and the desecrated art." 

This exalted apology indeed provoked to a certain extend 
by sincerely felt indignation, identified Jossifova with art itself. 
Done by the indisputable authority of K. Velichkov as a critic 
respected by several generations of intellectuals, this is probably 
the highest estimation that has ever been made of her creative 
personality. Despite the fact that it may be slightly exaggerated 
by the circumstances, it still gives us an objective idea of the real 
place assigned to the artist in Bulgarian art from the beginning 
of the previous century - a place that is by no means a 
secondary" one. 

From then on the approving and admiring response never 
failed to accompany every artistic appearance of Jossifova in front 
of the audience in Sofia. All Bulgarian connoisseurs knew very well 
their „matchless painter of flowers" in spite of the fact that by 
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Kozamo h>M kpaa na 1930 2. xygoJaiuuama opzaHU3upa 
noaegHama cu, caMocmoameAHa u3AO)k6a c okoAo 55 orn Heimume 
npe&b3xogHu kapmunu Ha uBema, 6 Tpt>nko6ama zaAepun Ha 
„AkcakoB" N°l6, omkpuma c „8t>ogyuie6umeAHO caoBo" om 
nucameAH Ao6pu He/uupoB, He ce najviupa Bene Humo egun 2Aac, 
koumo ga u BT>3pa3u. BramopikeHu CboGmenua, peueH3uu u 
BneMamAeaua ca ny6Auky6anu cBoeBpeiueHHO 6^6 BecniHuuume 
„He3aBucuMocm" (29.11.1930), „K[yb2ocBem" (07.12.30), 
„B'bA2apcku HapogeH meanvbp" (10.12.30), „ympo" (28.11.30), 
„MakegoHUfl" (24.11.30)", „Tbp2oBcko-npoMUuiAeH 2Aac" (27.11.30). 
Ome npe3 1909 2. Mocu(J>oBa e nokaHeHa u cmaBa mach Ha Union 
Internationale des Beaux-Arts, riapu)kku CbK)3 Ha xygo^kmiuu, 
ociioBati om IIoa AgaM u 02tocm Pogeti npe3 1905-ma. To6a 
npu3HaHue MaAko ce 3Hae cpeg CbBpeMeHHuuume ii, ho 
nocivfbpmHomo npegcmaBaHe Ha Heunume kapmimu B M3Ao>k6ama 
Ha ^keHume-xygoAHuqku npe3 1931 2., cneuuaAno U3mbk6a mo2aBa 
Bogemuam xygo&ecmBeH kpumuk BacuA ApyMeB 6 u3gaBaHua Ha 
^peucku e3uk 6. „LaBulgarie" (06.06.31). IloMemHomo u memo 
om6eAH3Bam cmuou B. „Mup", „3apa" u MH020 gpyeu. In mewomm 
npo(J>. Cme4>aH Eacj^koB nuiue: „Anna Mocu^oBa 6euie om ohuh 
xygo^biuuu, kourno uMam cBou onpegeAeH trbm u Heu3MeHH0, 6 
npoqijAjkenue Ha qeeemuAemua 20 cAeqBam 6e3 qa ce Bauhhiti om 
pa3HU meneHUH u m6eu. Ta cu omuge c Mucma cbBecm, Me cAyjku 
Ha u3kycmBomo c A10606 u uckpenocm" (B. „HuBa", 15.01.1931 2.). 
3HaMenameAHa e nySAukauuama na najvieniHo npu3Hanue om Cupak 
Ckumnuk, npoHoiicupaH npomuBHuk Ha ceuecuoHoBun 
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1919 in the same genre the talent of Elissaveta Konsulova-Vazova 
had started to manifest itself in a persuasive manner. But the 
putative competition between the two spotted by their 
contemporary critic B. St. Mitov 18 and garnished with a bad 
pedagogical taste does not adequately reflect neither the 
individual ambitions, nor the respective plastic achievements of 
the two artistic ladies. The comparison between them would be 
more appropriate on the ground of their shared passion to collect 
Bulgarian antiques - embroideries, ceramics, carpets and 
; jewellery - which became (especially for Jossifova) an 
inexhaustible source of motifs for the process of entwining the 
„high" Old-Bulgarian ornament into modern Bulgarian art. The 
consistent dedication of Jossifova to the aesthetics of „breathing 
new life" in the dead nature of the flowers thus producing 
delightful sights is so unconditional and productive that up to 
now in Bulgarian art there is no one to match her in this respect. 
Her figure -free paintings depicting flowers are something on its 
own" - various species of nature that are undependable of human 
presence. This can be guessed only by the fact that the flowers are 
cut off and - rarely - put in a vase or at the edge of a piece of 
furniture; they are fully-coloured but in the hues of melancholy. In 
the interiors of the bourgeois houses in Sofia where the 
Ritualized" vision of a consummation of natural diversity, 
demanding the participation of all senses, was yet vaguely evident 
or was absent altogether, the still-lives of Jossifova introduced the 
contemplation of a new kind of beauty. Her manner of painting 



gekopamu6u3'bM, &bB 6. „Cao8o" (05.01.1931 2.): „Mocu(j)oBa e egHa 
om iTbpBume Hauiu ;keHu-xygo)kHUHku. ...Obc 3a6ugHa ynopumocm 
u HeomcAa66am uHmepec kbM U3kycm6omo cu pa6omu go 
noaegHume cu gmi...." Ha K>6uAeuuama u3Aojk6a Ha gpy>kecmBo 
„C'bBpeMeHHo u3kycmBo" npe3 1933-ma ca ekcnoHupanu uiecm 
tuaniHa om nokoimama A. Mocu^oBa. 

Ilpe3 1910 2. y nac 3anou6a ga u3AU3a m>pBomo ucmuncko 
cnucaHue 3a u3o6pa3umeAHO u3kycm6o „Xygo}kecmBeHa kyAmypa" - 
MaAkama, ho uHmeH3u6Ho MucAema koAezua om nezoBu nocmoflHHU 
aBmopu cAegu om6AU30 pa3Bumuemo u toflBume na „Cb6peMeHH0 
u3kycmBo". B o63opHama cmamua na B. ApyMeB B^pxy VI -ma 
xygo&ecmBeHa u3Ao>k6a Ha gpy>kecmBomo (1910 2., kn. 4-5) ce 
nogqepmaBa u 3iiaMumeAHUH, ecmemcku xapakmep na 6t)A2apckomo 
ynacmue 6 20AeMume MeAgynapogHu u3Ao>k6u BbB Beiieuufi npe3 
1910 2. u B MtoHxeHckufl Glas-Palast npegu moBa, 3aiu,omo moBa 
yuacmue „He 3aBucu om nauiama Boah ca>to, a, na m>pBo Macmo - 
om agMUHucmpauuume Ha pecnekmuBnume u3A0}k6u, koumo 
cAyjkam equiicmBeHO na kvAma kbM micmomo mkvcmBo, 
npug-bp^kauku ce 6 3akonume na cbBpeMenuama ecmemuka" 19 B 
cmamuama ca penpogyuupanu u gBe om nAamnama Ha Mocu<|x)Ba, 
u3Hecenu na VI -ma u3A0)k6a - ^AaguoAu" u „IloAcku uBema". 

Ta3u u3Ao>k6a e oco6eHo 3HaMeHameAHa 3a nac, samomo B 
om3uBume 3a Hen cpcmaMe u m>pBomo cnoMenaBane 3a 



reveals the nature of the flowers by the interaction between 
cultural forces; the human and the non-human, the godly and the 
artificial. 

When at the end of 1930 the painter organized her last one- 
man show comprising about 55 of her marvellous paintings of 
flowers in Trapkov's gallery on 16, Aksakov St, in Sofia and it 
was inaugurated with the inspired speech" of the writer Dobri 
Nemirov, there was not a single opposing voice. Enthusiastic 
notes, reviews and impressions were published opportunely in 
the newspapers „Nezavisimost" (29.11.1930), „Kragosvet" 
(07.12.30), „Bulgarski naroden teatar" (10.12.30), „Utro" 
(28.11.30), ..Macedonia" (24.11.30), „Targovsko-promishlen 
glas" (27.11.30). Yet in 1909 Jossifova was invited to join and 
became a member of „ Union Internationale des Beaux-Arts" - a 
Paris union of artists, founded by Paul Adam and August Rodin 
in 1905. Her contemporaries were not well aware of this 
recognition of her work but the posthumous representation of 
her paintings on the Exhibition of the women-painters in 1931 
was noted specially by the then leading art critic Vassil Drumev 
in the newspaper „La Bulgarie" (06.06.31), which was published 
in French. Her credit is done by the newspapers „Mir", „Zarya" 
and many others. In memoriam Prof. Stefan Bajov writes the 
following: „Anna Jossifova was a painter with a direction of their 
own, who follows her own path invariably throughout decades 
without being influenced by certain trends and whiffs. She left 
us with clear conscience that she had served art with love and 



u3AoAeHU om A. l4ocu<j>o6a gekopamuBno-npuAobiu pa6oniu, 6 
o6oco6eHUH „kepaMUMen omgeA" Ha ekcno3uu,uflma. A-p H. 
riemko6 hu ocBegoMaBa, qe oc6eH 6 „pa3koumume maSAa c 
2aAaHitiHO emaAupaiiu" auauu, kapaM(j)UAu u po3u, cakaw 
u3A^H6auu,u c6oeo6pa3uemo Ha apoMamume cu, „eguakBo 
lukycmBo nponBnBa ?,-ka MocufpoBa u B sopemmi? uBeim, fopxy 
gtpBo uau BeAyp" Tou cnoivieHaBa 3a „egun psukovueu gbpBea 
cmoA c Bucokzpb6'\ 3a „g6e cmpanumu Bucoku mcmku, 
nogAoAku m gBe pMkoiumi Ba3u - pucy&anu orn Cbwrna - 
kbpBaBun Mdk Cbc 3CAenuka uau guBa po3a", u Cbiuo 3a 
vBweAaBHuvka cnaynoBu nepa u gBe paiuku", 6e3 ga ymowwfa 
mexHukume Ha nrnnama HanpaBa (6. „BeMepna noma", 
11.01.19112.)- 3a cbAaAemie, Hue He 3HaeM kbge Mozamgace 
pa32Aegam ceza me3u 6e2AO, ho c oueBugna Btrfxuma onucamj 
om nemkoB npegMemu, ho ce HagaBaiwe, Me gMZu eogimu ca 
pagBaAu noeAega Ha HwkozauiHume cu Jauenmu, u ivaike 6u go 
gnec o6Aa20pogjiBani HeMuu goM. 

B gpyza cmamua, nocBemeHa na nocmoHHHama ekcno3uuua 
6 HoBoycmpoeHama moeaBa om Tpt^nko BacuAeB m>p6a 
coc|)uucka zaAepua, aBmop-bm Bugio ebo6iu,aBa 3a „mrpodpa<puu 
om z-ka MocucpoBa- egm 6bAdapcka KAautt\ 20 u3A05keau maM, 
6 „3aAama 3a xygo)kecm6eHO-UHgycmpuaAHU npegMemu" 
(6. „PeH u , 17.05.1911 2.)- 3aegHO „Beuepne, [Bernpmo~6.a.] 
nocunatto c Mukume cubu ovunku" m nesabpabku, o^eBugao 
Haiviupamo ce 6 Tp^nkoBama aaAepua no cbiuomo Bpeivie, 
Hay^aBaMe om P. PageB (B. ^BeuepHa noma", 08.05.1911 2.). 
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sincerity" (In: newspaper „Niva", 15.01.1931). The memorial 
recognition published in the newspaper „Slovo" (05.01.1931) by 
Sirak Skitnik is really remarkable because he was a pronounced 
opponent of the Secession decorativism: Jossifova ranks among 
the most illustrious women-painters in our country. ...To the 
very last day of her life she kept working with remarkable 
persistence and keen interest in art..." The jubilee exhibition of 
„Savremenno izkustvo" society in 1933 displayed six canvases of 
the late A. Jossifova. 

In 1910 in Bulgaria started the publication the first specialized 
magazine dealing with the problems of the pictorial and plastic arts. It 
was entitled „Hudezhestvena kultura" and its small but strenuously 
thinking board of permanent authors followed closely the 
development and the contribution of „Savremenno izkustvo" society. 
The article by V. Drumev surveying the VI exhibition of this society 
(1910, No. 4-5) emphasizes the considerable aesthetic character of 
Bulgarian participation in the big international exhibitions in Venice in 
19 10 and before that in Munich Glas-Palast because this participation 
„does not depend solely on our desire, but first and foremost - on the 
administration bodies of the respective exhibitions, which serve only 
the cult to pure art abiding the laws of contemporary aesthetics." 19 
The article contains reproductions of two canvases of Jossifova 
displayed on the VI exhibition - „Sword-lilies" and „Field flowers". 



B nankama c pucyHku u ckuuu Ha A. Mocu<f>o6a om 6peMemo 
Ha o6yueHuemo u, (ceza 6 apxu6a Ha ceM. CmauneBu), ca 
cbxpaHeHu g6a npoekma 3a BempuAa: eguHuam - c mpucyBaHO 
na 6Aego3eAen (J)oh nmo m>cmpu nenepygu, o6x6aHamo 6 
acuMempuuHa 3AamHa pokauna paMka (36x71 cm,), nognucaH 
A. Hahn, c gama 22.1.97 (Ouz.l); a 6 gpyzua (35x69 cm.) 
pokauHunm apaSeckoB opnaMeHm o6paMnBa MHOzouBemno 
u3o6pa}keHue Ha zpagcku neu3a>k, pa3noAo;?keH 6 ueHmpaAeH 
e^pekoBugeH MegaAbOH (Ouz. 2). 

B koAekuuama CmauueBa ce na3>im, ocBeH MHo&ecmBo 
(MacAeHu u akBapeAHu) kapmuiiu na uBeirw, eguH MacAeH 
HamiopMopm c nAogoBe B unmepecen 4>opMam Ha predella, u 
nanka c pannu pa6omu (pucyHku, ckuuu u gekopamuBHu npoekmu) 
om nepuoga na o6yueHuemo Ha xygoikmmkama B TepMaHua u 
XoAaHguH, cbmo u okoAO gBagecem gekopamuBHu uHmepuopHu 
npegMema - MaAku Me6eAu u akcccoapu om g'bp&o, nopueAaHoBu 
CbgoBe u gaMcku auhhu akcecoapu om xygojkecmBeno 
o6pa6omeHu nrbkaHu. noBeuemo om me3u npegMemu ca u3uhao 
u3pa6omenu uau mk gekopupanu om Mocu(|)o6a npe3 m>pBomo 
gecemuAemue Ha 20 Bek. Te zoBopam 3a egna no-eM6AeMamuuHa 
o6Bt>p3aHocm Ha xygo)kHUMkama (6 cpaBHenue c kapmunume u) 
co6cmBeHO c ecmemukama na ceuecuoHa u, 6 qacmHOcm, c 
6T?A2apckume nocoku Ha neuHume cmuAoBu nrbpcenufl. 



This exhibition has special importance for us because these 
reviews offer the first mention of decorative-applied works by 
Jossifova then displayed in the detached „section on ceramics". 
Dr. Petkov informs us that except in „the magnificent panels with 
graciously and exemplary depicted" lilies, carnations and roses, as if 
giving out their variegated fragrances, „Mrs Jossifova reveals her 
equal mastery in the burnt flowers on wood or velveteen". He 
mentions a „ magnificent wooden chair with a tall back", „two high 
side tables, serving as paddings for two splendid vases - painted by 
: the above mentioned artist - the blood-red poppy with a periwinkle 
or a wild rose" as well as „a small pillow with peacock feathers and 
two frames", but does not specify the techniques of their make (In: 
newspaper „Vecherna poshta", 11.01.1911). Unfortunately we can 
not tell where these articles - vaguely but obviously admiringly 
described by Dr. Petkov - can be seen at present but we hope that 
for many years they have been a feast for the eye of their then clients 
and are probably still refining someone's home. 

In another article, dedicated to the permanent exposition of 
the then recently established by Trapko Vassilev first art-gallery in 
Sofia, the author Vidyu informs about „pyrograhic works by Mrs. 
Jossifova - the Bulgarian Klein", 20 displayed there in „the hall for 
the artistic-industrial articles" (newspaper „Rech", 17.05.1911). 
From an article by R. Radev (newspaper „Vechcrna poshta", 
08.05.1911) we come to know about „a fan scattered with the tiny 
blue eyes" of forget-me-nots which was obviously displayed in the 
Trapkov's gallery at the same time. 
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B^B B'bBegenuemo Ha cBoama „The Grammar of Ornament" 
OyeH A^oyiic hu gaBa, moAc 6u, kAioqoBomo yncHenue 3a gyxa 
na m. Hap. ho6o eBponeucko uakycmBo, koemo e ^wdp^manc 
ktM 03Ham&aw,UH cMucbA (the significant) Momu8"u 
„ocBo6o>kgeuue Ha cb6Aa3HumeAHUH gu3auH, ocuoBaH Ha 
ykpacama c B^AHooGpasau auhuu; Ha egHa „op2anu<4ecka" 
(j)AopaAna auhuh", Hanogo6fl8ama „kocume na geBuua" (u Hecmo 
uapuqana cbiuo „kaMuiuko8ugna", 3apagu u3&uBaHemo u Hag 
caMama ce6e cu no neoMakBaH u u3HeHag6aiu aamm) . Ta3U 
MeAoguuecka, pumMUMHa auhuh ugBa kamo eguH Bug 
omBpameHue om sagp^cmeHua aamypaAU3'bM na gekopamwma 
om 19 Bek, kamo omxB'bpAflHe Ha )V >ku6onucHume" 
nogpoGnocmu, pa36uxpeHu B nceBgo-zomuu,u3Ma na 
ucmopuuucmkama ekAekmuka. Ap Hy6o npoHucmBa 
gekopamuBHama Bexmouiapnuua Ha 6ugepMauep u 
ucmopuuu3Ma c BwBp'bmaHerno k^M egna pagukaAHO 
cmuAU3upana auhuh, koamo e egnoBpeMeHHO pacmumeAHa u 
2eoMempuqna. Taka HoBume opHaMeHmaAmi MomuBu cmaBam, 
kakmo B enoxama Ha pokoko npe3 18 6ek, Aeko acuMUAupyeMu B 
(MaAkama, kakmo u zoAHMama) apxumekmypHa cmpykmypa. 
Bunaeu e 6u/\a u3nrbkBaHa egHa cneuucjnmHa 3a ceuecuoHiiua 
MogeA „ocBo6ogeHoctn" om cmuAoBume mpaguuuu na 
MUHaAomo, (Hau-acHo acouuupaHa B umaAuaHckomo My umc, 
ugemo om gyMama liberta) u 3a6eAe)kumeAHomo My 
ucmopuqecko 6e3pa3Aunue. Ho moBa 6e3pa3Aunue e ycAoBuo, 
mo ce cbemou no-ckopo 6 3amuniHama 1103a 21 Ha „Ho6omo 
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The file containing drawings and sketches made by Jossifova 
during her study (now in the archives of the Staychevi family) 
preserves two projects of fans: the first presents a flock of gaily- 
coloured butterflies depicted against a pale green background and 
embraced by an asymmetrical golden rocaille frame (36x71 cm.), 
which is signed A. Hahn and dated 22.1.97 (Fig. 1); in the second 
project (35x69 cm.) the rocaille arabesque ornament frames a 
particoloured city landscape placed in a central kidney-shaped 
medallion (Fig. 2). 




Apart from many (oil and water-colour) paintings of flowers 
the collection of E. Staycheva preserves an oil still-life depicting 
fruits in the interesting format of predella and files with early 
works (drawings, sketches and decorative projects) from the 
period of the training of the artist in Holland and Germany as 
well as about twenty decorative interior articles: small pieces of 
furniture and accessories made of wood, porcelain utensils, 
ladv's accessories made of artisticallv orocessed fabrics Most of 
these articles were either made entirely by Jossifova or only 
decorated by her during the first decade of the 20 th century. 
They are indicative of a more emblematic attachment of the 
artist (in comparison with her paintings) to the Art Nouveau 
aesthetics and to the Bulgarian directions of her stylistic 
gropings in particular. 



u3kycm6o," koemo uaane npoaBaBa onpegeAeHO u36upameAHO 
omHouieHue kbM yHacAegeaume cmuAUcmuuau 06pa3u.11, 
cmonmu 6 ocHo6ama aa ae2o6ume (jmuu „npe<j)U2ypauuu". 
Haucmuaa, mo6a u3kycmBo ucka ga ce oc6o6ogu om oaaa 
„ucmoDUH u 3a koamunvumema aa cmuAoBeme, 6u3unaaa om 
egua aauBeu aamypaAus^M kamo aenpekbcaamo B^xogamo 
pa36umue aa eMaauunauunma aa uoBeuukomo; ao B g^Azama, 
aepBao-MyBcmBumcAaa kpuBa aa ap ny6o ce pa3Bemecm8flBa 
egaa BT>33eMama ce aocmaA?,ua u B^pogumeAen nuemem kbM 
cpegaoBekoBauH „o6m goM" aa ancien regime, kbM 3aauume 3a 
aezoBama 6Aa2ogamaa „o63a6egeaocm". Cz^cmeaomo go 
ucmepua BpeMe aa 6eA'enok mpn66a ga &wje „oc8emeao" om 
muxuH AyMuao3ea cma3uc aa kbcao-2omuqeckufl „npuMumuB"; 
cuAyemume aa Me6eAume, aa MoBeuikomo maAo, aa czpagume - 
ga couam kbM „MaAkume aema" aa cB. ABzycmua; ga 6i>ge 
aaaoBo U36egea aa Bceop'wkue 6o2amuam Auaeapea 
gekopamuBea penauk aa keAmcko-zepMaauqeckua u 
Bu3aamuuckua opaa/vieamaAea opzaaon, u npezpynupan, 3a ga 
no2'bAae aoBua c6AT>cbk aa enoxama c xaoca u MygoBumaomo. 

Tbu kakmo 6-b6 Opaauun noamaBeau,ume npcomkpuBam 
ueaaocmume aa aumoMuh e/viauA om 12 u 13 Bek, aa2Auuckume 
xygo)kauuu - „npe-pa(j>aeAU3Ma" u g-bpBeao-apxumekmypaama 
apkagua aa Middle Ages, maka u Mogepaama xygoJcecmBeaa 
uikoAa aa „Cb6peMeano u3kycm8o" oGptiiua no2Aeg gaAeM aa3ag 
B MuaaAomo - kbM gyxa u (|>opMume aa Gwapckume 
„cmapoga8nu naMemnuuu, u mexaume xygoAecmBeau u 



In the introduction of his „The Grammar of Ornament" 
Owen Jones supplies the key explanation of the spirit of the so 
called art nouveau of Europe which is „a return to the significant 
motif * and „a liberation of seductive design based upon 
curvilinear decoration, an „organic" floral line", resembling 
„maidenhair" (and often described as „ whiplash" because of its 
serpentine turns upon itself in sudden and unexpected ways). 
This melodious and rhythmic line appears as an expression of 
disgust at the cluttered naturalism of 19 th century decoration and 
as a rejection of the „painty" details run wild in the pseudo- 
gothicism of the abbey-historicism. Art Nouveau cleans up the 
decorative junk of Biedermeier and historicism with its return to 
a radically stylized line which is at once geometrical and floral. 
Thus, as in the epoch of the Rococo style in the 18 th century, the 
new ornamental motifs become easily assimilated to the (minor, 
as well as major) architectural fabric. As far as the Secession 
model is concerned there has always been a stress laid on its 
liberation" from the traditions of the past (which is most clearly 
associated with its Italian name, deriving from the word liberta) 
and also on its considerable historical imperturbability. But this 
indifference was quite conditional. It was more the defensive 
pose 21 of the „new art" which otherwise manifests a strongly 
selective attitude towards the inherited style samples forming the 
base of its refined rearrangements". However this art is willing 
to free itself from that „story u about the continuity of styles 
which the naive naturalism envisages like an incessant upward 
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gckopamu6HU mpaguuuu" (B. ApyMeB, cn. „Xygo}kecm6cHa 
kyAmypa", 1910, kH. 2, c. 23). 

„ Cnupo6'bA8apckufim cmuA * koumo umchho Cb3ga6a 
c6oeo6pa3uemo Ka S^Azapckama ceuecua om m>p6ume aoguau Ha 
omMuiiaAUH 6ek, u MaAko no-cemHe cma6a ueampaAeH eAeMenm 6 
gocma paanopoguonio no 06x6am nBAeHue, u36ecmHO 6 
cbBpeMeHHama hu xygoAecmBeHa ucmopuo2pa<J)Ufl kamo „pogHO 
u3kycm6o", ce ocno6a6a npegu Bcuuko Ha cwameAHO 
pckoHcmpyupanaina u aganmupaaa kbM MogepHama ecmemuka - 
om gekopamopu kamo X. TaueB, Cm. Bag;koB, A. Mocu4>o6a, n. 
KouueB, T. <piiH2oB t 5. Ulau, 6pamama PauHoBu - opHaMeHmuka 
na S^apckomo cpeqHoBekoBHo uAK>Miinamopcm6o. X. TaqeB, 
HanpuMep, BHUMameAHO npoynBa uBuMHO-nAemeHUMHua 
opHaMetim u m.nap. „6e3aH0 nucMo" - no Bimemkume u 
uHuuuaAume B cmapo6 , bA2apcku p'bkonucnu kogekcu, gamupamu 
om 13-mu go 17 Bek: „UkcmogHeBa" aa MoaH Ek3apx, 
MaHacueBama Aemonuc, Mepenuuikomo e8aa2eAue, Tpoaackua 
gaMackua, EmponoAckume MUHeu - u nocAe „apxumekmoHUMHo" 
2u Bzpa&ga 6 ykpaeama aa czpagu, gokyivteHmu u uamepuopau 
npegMemu 22 B egna HezoBa kpamka, ho cuaho Cbg^p^arneAHa 
cmamuH, HapeMena „ripuAoiaiume U3kycm6a 6 Ewapua om 
cpegtiume Beko&e go gHec" (noivtecmeHa 6 K)6uAeuHua zoguumuk 
HaXygo>kecm6eHaakageMU)i om 1926 2.) , gaBama hu npegcmaBa 
3a m^Hkurne Ha6AtogeHua na xygoikauka B^pxy o6pa3uu om 
„pa3AUHHu ompaxAu" Ha cmapomo S^apcko u3kycm6o - 
pe36apcm6omo, mmapcmBomo, ykpacama HanepkoBHu kauzu - 
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development of the emancipation of the human essence. But the 
long and nervously sensitive line of Art Nouveau unfolds a 
nostalgic surge, a reviving piety to the mediaeval „common 
home" of ancient regime and the tokens of its beneficial 
^furnishing". The hysterically pressed time of belle epoque had 
to be „consecrated" by the silent luminous stasis of the late- 
Gothic primitive"; the silhouettes of the furniture, human body 
and buildings had to point to „the small things" of St. Augustin; 
the rich linear decorative vocabulary of the Celtic-Germanic and 
the Byzantine ornamental organon had to be raised to arms once 
again and regrouped in order to devour the new clash of the 
epoch with the chaotic and the monstrous. 

In France the Pont-Aven artists rediscovered the value of 
Limoges enamel from 12 th and 13 th century, the English painters - 
the „pre-Raphaelism" and the wooden architectural arcade of the 
Middle Ages. Likewise the modern artistic school of „Savremenno 
izkustvo" turns its eyes way back to the past - to the spirit and the 
forms of the „olden monuments and their artistic and decorative 
traditions" (V. Drumev, „Hudozhestvena Kultura" magazine, 1910, 
No. 2, p. 23). 

The „01d-Bulgarian style" which creates the peculiarity of 
Bulgarian Secession in the first years of the previous century, 
and later on becomes a central element within the scope of the 
quite heterogeneous event, broadly conceived by our art- 
historiography in the terms of „native art", is based mainly on 
the ornamental principles of Bulgarian art of illumination from 



mou ouepmaBa hcho cneuu4>ukama Ha v opHaMenma c npememku" 
6 cmapuHHume Gwapcku pbkonucu, u u3nrbkBa BmaHmuuckux 
My npou3xog no auhuh aa „pacmumeAHUfl MomuB", u 3anagao- 
2omimeckomo BAunaue 6 meoamoAozimHume mv eAeMeHmu. 

mo ce omHacH go „2eoMempu3upaHama" Bapuauun Ha 
ceuecuoHo6ama AuaeapHocm, 3a koamo cnoMenaxMe no-aope, 6 
MogepHama gekopamu&aa Bu3ua y Hac rm ce oka36a npegcmaBeHa 
nau-cuAiio 6 3aemume om (j)OAkAopHama hu mekcmuAHa mpaguuua 
— om uieBuuume u Be36ume no Hapognume uocuu, kakmo u om 
kuAUMapcmBomo - MomuBu, (a He moAko6a om zeoMempuMHUH 
36e3goo6pa3Ho-npenAemeH opHaiweHm 6^6 6u3aamuuckume 
M03auku). To3u mun „4>0AkA0paa" zeoMempuuHa opHaMeHmauua 
U32pa?kga gekopamuBHua cy6cmpam na m.Hap. ^Mzapcku cmuA", 
koumo 6^6 6t>mpeiuHomo kyAmypno-^yHkuuoHaAHO pa3MAeHeaue 
Ha „pognomo u3kycmBo" uzpae no-^ecmo egaa uHmuivtHO- 
nonyAHpHa poAa, 6 cpaBaemie c „Bucokama", mbpjkecmBeHo- 
o(|)uuuo3Ha (6 paivikume Ha Tpemomo uapcmBo) 
npegcmaBumeAHocm na „cmapo6'bA2apckufl cmuA", cuM&oAU3upaiu, 
BrapogcHUH konmuHyumem na 6wapckama g^p^aBaocm. 23 

AekopamuBaume npegMemu B koAekuuama na npocj). g.fy.n. 
Em. CmauueBa ca npako U3pa)kenue u o6pa3eu aa 6i>A2apckomo 
H cb6peMeHHO u3kycmBo", kakmo u oneBugao cBugemeAcmBo 3a 
CbnpuHacmaocmma aa Mocu<j)oBa kbM o6moeBponeuckama 
ecmemuka na ap HyBo. 

Jl'bpBama 3a8Aagfl6ama 2Aegka, kozamo qoBek npucmwiu 6 
gaeuiHua goM Ha npocf). CmauncBa, e BeAukoAenaa pakAa, 



the Middle Ages, which were deliberately reconstructed and 
adapted to modern aesthetics by decorators like H. Tachev, 
St. Bajov, A. Jossifova, P. Koychev, G. Fingov, B. Schatz, the 
Raynovi brothers. H. Tachev, for instance, carries out a careful 
research into the band-interlaced ornament and the so called 
„embroidery writing" - such as found on the vignettes and the 
initials in Old-Bulgarian manuscript codices from 13 th until 17 th 
c: the Hexaemeran by Joan Exarch, the Chronicle ofManases, 
the Tetraevangelia ofCherepish, the Damaskine ofTroyan 
(monastery), the Minaion of Etropole' School - and after that 
architectonically" builds it in the decoration of buildings, 
documents, interiors articles, etc. 22 A brief but very informative 
article written by him and entitled „The applied arts in Bulgaria 
from the Middle Ages up to the present day" (published in the 
jubilee annual of the Art Academy from 1926) gives us an idea 
about the penetrating observations of the artist on examples 
from different branches" of Old-Bulgarian art - wood-carving, 
goldsmith's craft and decoration of church books. He clearly 
delineates the specific character of the Jntertwined ornament" 
in the old Bulgarian manuscripts and points out the Byzantine 
origin of its „vegetal motif and the Western-Gothic influence 
upon its teratological elements. 

As far as the geometrical" variation of the above mentioned 
Art Nouveau linear stylization is concerned, in modern decorative 
vision in our country it happens to be most strongly represented 
in the motifs - the embroideries on the national costume and the 
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Hanogo6a6auu,a no (j)opMama cu egun 6ug cjjAopetimuHcku 
penecaiicoBu cassone c luupoka gekopamu6na koH30Aiia ma6Aa. 
UHAocmHuum ii oGAuk o6aue 2o8opu gpyao. B cAo&aama u 
Hanpa6a U3m>k6am u3hiu,ho u3pa3aHu peAe^nu nepynuku, 
o6moHCHu 6 cmpaHuuHume pe36o6aHU naweAu ($U2. 3). 

...Bceku, koumo e HaSAtogaBaA u^me^a na nepymikume, 
mexHume nau-He}biu cpeg ceMeucmBomo Ha AUAuume 2AaBuu,u, 
He MO)ke ga He cu ciiomhh 6He3anHocmma Ha yBflxBanemo um, 6 
koemo nuuuiume BeHueAucmuema cakaui ce cmonaBam Ham>AHo, 
3a pa3Auka om posume, quumo m>nku, Makap u c npecbXHaAa om 
BpeMemo 6a2pa, gibAzo 6peMe na3am BmB'bpgeHama cu 
nrbp±ecmBeHocm... nepytiukume - pumyaAHuam uBam Ha 
6yp6oHckuH mpayp - c 2emiaAHO npoHuu,aHue nogpegenu om 
M^pkBuqka 6^6 Ba3ume, 4>AaHkupamu ozpOMHua „Bu3aHmuucku" 
nopmpem Ha Khmuhx Mapua-Ayu3a (1900 2.) 6 cbBMecmue Cbc 
cepacjniMHUH ii opeoA na C6. Cocjuia, „6o}kuflma npeM'bgpocm". 
EguH npeAecmeH HamtopMopm om Mocu^oBa na uBememo, 
maka BirfAioSeHO om A^Hme Ta6pueA Pocemu u EiviaHyiiA 
rionguMumpoB, a B 6u6Aeuckama noe3ua oAuuemBopaBamo 
U36opa na ak)6umo cbmecmBo - „Kak6omo e kpim Mt±gy 
mp^ne, moBa e Moama BraAtoGena MeAqy qe&uuume" (IleceH aa 
necHume, 2:2) - u go gnec ykpacaBa gorvta na HacAegnuuume na 
nucameAH AioSoMup 02HjmoB-Pu3op 6 Qxjmfl. B 
g'bpBopeaBeHomo mBopeHue Ha Mocu(j>o&i6apeAe<j>Hume o6pa3u 
Ha nepyHukume aa maHuoBaa <|>oh, o6paAm6am 2Aag-bk naHeA c 
pucyHka Ha 2opcku neusai., koamo npog-bjukaBa 6-bpxy 
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carpet patterns - borrowed from the folklore tradition in textiles 
(and to a considerably lesser degree in the geometrical star-like 
interlaced ornament in Byzantine mosaics). This type of „folklore" 
geometrical ornamentation forms the decorative substrate of the 
so called „Bulgarian style" which plays a more intimate and 
popular part in the cultural-functional subdividing of our „native 
art" in comparison to the „high", stately-officious representative 
character (during the Third Kingdom) of the „01d-Bulgarian style", 
symbolizing the restored continuity of the Bulgarian institution of 
state. 23 

The decorative articles in the collection of Prof. Staycheva 
are a direct manifestation and an example of Bulgarian Secession 
art as well as an obvious proof of Jossifova's affiliation to the all- 
European aesthetic creed of Art Nouveau. 

The first fascinating sight that catches one's eyes on 
entering the home of Prof. Staycheva is a magnificent chest 
whose shape is very much similar to a type of Florentine 
Renaissance cassone with a broad decorative console shelf. But 
its overall design tells another story. Delicately carved relief 
irises edging in the side engraved panels are conspicuous in its 
complex make (Fig. 3) . 

A man who has observed the blooming of the irises and their 
most tender heads among the family of the lilies, can not possibly 
forget the sudden way they wither and the melting away of their 
lavish petals, unlike the roses whose buds long preserve their 
solid solemnity despite the faded colours... The irises - the ritual 



om6ecHama noAimka Ha 3am6opeHomo omgeAemie, c 
u3o6pa^eHue Ha g6e gemcku <|>u2ypu, B'bpBamu no Buema ce 
iTbmeka, u Bepoanmo 6 ueAocmma cu npegaBa npuka3eH CK»kem. 
Pucynkume no 2Aagkume naHeAu ca u3m>AHeHu c uBenmu AakoBe, 
6 mexHukama Ha vernis martin (Ouz. 3a). UaAama pakAa e 
u3pa6omeHa (fo>M 1905-6 2.) om g^pBeH Macu6 B cpaBHumeAHO 
cBem'bA moH c acHu ecmecmBeHu ikuAku, Bepoamno uepeuia. no 
cnoMeHU Ha npo<{). CmauqeBa, npu m>pBuuHama u3pa6omka u 
C2Ao6a8aHe Ha g'bpBenomo maAO (6e3 BuguMu Bt>huihu HumoBe 
uau MemaAHu mu^moBe), Heumiam gago, umk. Ilenrbp Mocu<j)o8 
e noMa2aA Ha n>npy2ama cu c eHmycua3'bM. B K)6uAeuHua 
kamaA02 Ha „Cb6peMeHH0 u3kycm6o" om 1933 2. ujvtemo My 
npucbcmBa 6 cnucbka Ha pegoBHume HAeHoBe Ha gpy&ecmBomo. 

ABe koH30AHu gtjpBeHu uikacjmema mun cabinet (Ouz. 4) Cbc 
cxogHa noMeigy um, ho He egHakBa koHcmpyku.ua, ca ykpaceHu B 
nogoSHa Ha pakAama mexHuka, ho 6e3 4>u2ypHa pe36a, u Bepoanmo 
ca egHu om nau-paHHume gekopamuBHu onumu Ha Mocu^oBa, 
u3Me}kgy Me6eAume, HaMupamu ce 6 koAekuuama. Mocu^oBa 
BepoamHo e o(J>opMUAa xygoikecmBeHo caMO noB-bpxHocmma Ha 
u3geAuama, mbu kamo 3ana3enume emukemu Ha 3agHume um 
cmeHuqku cBugemeAcmBam 3a MaHu^akmypHa u3pa6omka Ha 
gt)pBeHomo maAo. M gBama ka6uHema ca koMno3upaHU om 
napaAeAenunegHu kymuu, egnama Bucama, a gpyzama - cmoama 
Ha cmpaHUHHu nognopku om AemBunku c m'bH'bk npaBo^AeH 
npo(J)UA, B Aupoo6pa3Ha koH(j)U2ypauua. PaMkama (om g^pBeH 
MacuB) u Ha gBeme kymuu e noAupana 6 paBen nA'bmeH rnon c 



flowers of the mourning of the Bourbon dynasty - which 
Mrkvitchka's ingenious vision arranged in the vases flanking the 
large posthumous „Byzantine" portrait (1900) of Princess Maria- 
Luisa together with her seraph halo of St. Sofia, the „God's 
wisdom". The house of the heirs of the writer Lyubomir 
Ognyanov-Rizor in Sofia is untill now decorated by a wonderful 
still-life painted by Jossifova and depicting the flower which was 
dearly loved by Dante Gabriel Rossetti and Emanuil Popdimitrov 
and in the poetry of the Bible was a symbol of choosing a beloved 
creature: „As a lily among thorns, so is my love among the 
daughters." (Song of the Songs, 2:2). In the wood-carved article 
made by Jossifova the irises in bas-relief against a chiselled 
background flank a smooth panel with a landscape drawing of a 
forest. The drawing continues on the vertical shelf of the closed 
compartment with the depiction of the figures of two children 
following a winding path, thus probably recreating a fairy-tale 
theme. The images on the smooth panels are drawn with 
pirograph and coloured with lacquers in a technique similar to the 
original vernis martin (Fig. 3a). The whole chest was made (in 
1905-6) of solid wood in comparatively bright tone with visible 
natural nervure - probably from a cherry tree wood. According to 
the memories of Prof. Staycheva her grandfather, Eng. Peter 
Jossifov was a keen assistant of his wife during the making and the 
jointing of the wooden body (without any visible outer rivets or 
metal pegs). In the jubilee catalogue of „Savremenno izkustvo" 
from 1933 his name is listed among the members of the society. 



nvbMeH, noHmu qepeu Aak, u 6epomriHO npegBapunieiHo 
o6pa6omeHa c 6auu; cmpaHuuHume um cmeHUHku u 6paimmkume, 
omBapauui ce Hanpeg 6xopu30HtnajiHa nocoka, ca fapageHU B 
paiwkama uinepmruamoBu naHeAu om no-cBenua g^pBeama 
(Sepoamno opex), ueAume u3pucy6aHu c npupognu neusaku c 
uBemHu Aako6e B 6Aego3eAeHooxpo6 koAopum. KoHmypume Ha 
u3o6pa?keHUHma ca actio, ho <[)uho onepniaHu c nupozpa^, a 
uBemHume ncmna- Hanecenu 8 pegyBaunu ce nAockocmu, mo 
AUHunma Ha pucyHbka He e aficmpakuiHO anuAU3iipaHa B 
munuuHUH Mamiep na ap ny6o. UeAuam cuiyem u Ha gSama 
ka6uHema e mkAJomimejuio eAezaHineti, u noqHeoniaBa 
npu»mHocmma Ha muiuanuopituji um o6eM. (popMama, 
pa3Mepbm, mbHkocmma Hag^pfteHume e\eMeHnm f kakmo u 
npo3pa^Hocmma Ha Aako6eme, neckpuBaiufl ecniccnabeHiania 
cj>akmypa aa gup&omo nog pucynkama - o>3ga6am y mesu paSomu 
BneqamAeHuemo 3a Had-6AU3ko cxogcmBo c HakoAkc MaxazoHoBu 
kaGuHemu Ha Makwcbpgo orn 80-nie zog . Ha 19 6ek. 

Cpeg Hau-paHHume gekopamuBHii mBopGu Ha HocmJoBa e 
u egHa MaAka mpunogna. Macu^ka c kpT>cmoo6pasHO npecimamu 
ce 6aM6yko6uguo crnpyzoBaHu kpauka u mbH'bk kBagpameii 
nAom om MH020 im>MHC (BepoamHO BauuBatto) g^pBo (Cj>U2. 5). 
LfoAama noBipxnocin na luoma omsope e nokpuma c n,IJeniHa 
opHaMeamaAHaykpaca (Macieiiu 6ou) cbc cuwempimuo 
no6mapHmceAykoBuMuo-apa6ccloBMOinii6, cmuAU3upaH B 
penecaHcoB MaHuep. Ufteoinaina gekopamiae cuAtiOnombMHMa 
u opusuHaAHume moaoBe ne ce paamiruani, ho B naniama c 
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Two hanging little cabinets (Fig. 4) with similar but not 
identical construction are decorated in a technique that shares 
much in common with the one used for the chest but without 
the wood-carved figures. Perhaps they are one of the earliest 
decorative attempts of Jossifova among the pieces of furniture in 
the collection. Probably the artistic interference of Jossifova is 
limited only to the surface of the articles because the still 
preserved labels on their back side indicate that the wooden 
body has been manufactured elsewhere. Both cabinets are 
composed of parallelepiped boxes one of which is hanging and 
the other is standing on side legs made of laths with thin 
rectangular profile, in a lyre-shaped configuration. The frame 
(made of solid wood) of both boxes is polished in an even, thick 
hue with dark, almost black lacquer and was probably stained 
beforehand. Their side walls and the doors opening forward 
horizontally, are plywood panels built in the frame and made of 
brighter wood (most probably walnut). They are completely 
covered with landscapes painted in multicolour lacquer in pale 
green and ochre hues. The outlines and the images are clearly 
but delicately delineated with pyrograph and the colour splashes 
are laid in alternating areas though the outline is not abstractly 
stylized in the manner typical of Art Nouveau. The silhouette of 
both cabinets is extremely elegant and emphasizes their pleasant 
minute volume. The form, the size and the thinness of the 
wooden elements and the transparency of the lacquers, 
revealing the natural texture of the wood under the drawing, 



yueSHU pa6omu e aaAUMeH npeu,u3H0 Hapucy6aH akBapeAMiam ii 
npoekm ((puz. 5a), Ha koumo opHaMeHnrbm e u3irbAHeH 6 6Aego 
xpoMo6a &bAma, kapMim u BaHgauk. rio-BepoamHo hu ce 
cmpyBa ma3u Macuuka Cbiu,o ga e 6uAa caMo ykpaceHa, a He 
U3UMO u3pa6omeHa om xygo±Huuama; a H>mo e B^moAho ga e 
6uAa gekopupana ome npegu ugBaHemo ii 6 E'bAzapua, u 
goHeceHa CAeg mo6a. Tbu uau uHaqe gu3auHt>m Ha g-bpBeHomo 
rriHAo U3ga6a munuuHomo 3a belle epoque cuaho y6Ae^eHue 1o>m 
u3HiuHume npegiviemu £anoHe3pu, u no Bcaka BeponmHocm e c 
eBponeucka MaHU(f)akmypHa nanpa 6a. 

Apyza uHmepecHa Bem, noka3Bama 6o2amama 
nogzomBeHocm Ha Mocu<()o8a 6 o6Aacmma Ha opHaMeHma, e 
MaAka cmeHHa AaBuuka (0uz. 6) ynompeGaBaHa kamo 
nogcmaBka 3a uacm om koAekuuama ii om geA(J)mcku <J>aHHc u 
cuHbo-6HA koneHxazeHcku nooueAaH. CaMama AaBimka e om 
cBenuo g^pBo, nokpumo c }fcbAmeHukaB Aak, u ykpaceaa c 
ouBemeHa (c MacAeHu 6ou) nupozpaBiopa Ha acuMempimeH 
opHaivieHm 6 cmuA „numypecka" c HapucyBaHa Bucama pokauHa 
peuiemka u apaSeckoB MomuB Ha Aacmapu, U36u6ku u 
pa3iVb<|>HaAu uBemoBe. PokauHunm MomuB (®uz. 2a) om 
akBapeAHUH npoekm 3a BempuAo, ebxpaHeH 6 y4e6Hama nanka, 
BeponmHO e nocAy&uA 3a Heim MogeA, uau npomomun. 

OopMama Ha ome egHa MaAka cmeHHa 3akauaAka 3a Memku i 
gpe6Hu cepBu3HU npegiviemu Beue omuemAuBo nonaga B eguH 
ceuecuoHeH uguoM. CbuemaHuemo wckqy acujviempuqHUfl 
noB^pxHUHeH MomuB 6 pokoko - pucyBaH c MacAO, AakoBe u 



create the impression of closest similarity between these articles 
and several mahogany cabinets made by Mackmurdo in the 80's 
of the 19 th century. 

Among the earliest decorative works of Jossifova there is a 
small tripod table with cross-like intersecting legs that are lathed 
in a bamboo-like fashion and a thin square board made of very 
dark (probably stained) wood (Fig. 5). The whole surface of the 
board is covered with ornamental coloured decoration (in oils) 
with symmetrically re-occurring bulbous-arabesque motif, stylized 
in a Renaissance manner. The colours of the decoration have 
grown very dark and the original hues can not be clearly discerned 
but the file with the student's works of the painter contains a 
painstakingly made water-colour project of the board decoration 
(Fig. 5a). There the ornament is painted in pale chromgelb, 
carmine and vandyke. It seems more probable that this table too 
was only decorated and not constructed by the painter. It is also 
possible that this had happened even before she arrived in 
Bulgaria and the table was brought in the country afterwards. One 
way or the other, the design of the wooden body reveals the 
typical belle epoque passion for the exquisite japonaiserie articles 
and has probably been manufactured in Europe. 

Another interesting article demonstrating the excellent 
training of Jossifova in the field of the ornament, is a small 
hanging shelf (Fig. 6) used as a stand for part of her collection of 
Delft-ware and blue-and-white Copenhagen porcelains. The shelf 
itself is made of bright wood covered with yellowish varnish and 
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nupo2pa(J) - u koHinypa Ha g^pBeHama cj>opMa cbc cuMempunnu 



npegMem 6 u3mnao npou3Begeuue ($U2. 7). 

B gpyzume Maiku Me6eAu om koAekuunma CmauneBa 
MaucmopcmBomo Ha MocucJ)o6a 6 cbiiiBopeHuemo Ha 
opHaMeamaAHa ykpaca u BAageHuemo na nupozpa^ckama 
mexHuka, ycAOjjkneHa c onBemnBaHe, oMeBugHO nocmu2a cBoume 
B-bpxoBe. BT>pxy Bceku om npegMemume, koumo cAegBa ga 
cnoivieHeM, opHaMeanrbm e ymikaAeH u He ce noBmapa Hiihjge 
gpyzage; kamo o6ma xapakmepucmuka 6 me3u opHaMenmu 
npeo6AagaBa Mogy/\t>m aa 3amBopeHama cuMempu^Ha 
ceuecuoHHa <J>opMa, o6pa3y6ana om konmypa Ha nAaBHo Aeema 
ce B nocAegoBartieAno Bb33eMamu ce Bt>AHu kpuBa (Ou2. 8a). B 
cao&ho 3a6uxpeHama 6-bmpeuma nAemeHuua om m-bHku AeHmu, 
quamo Heopzammecka macmuka e noguepmaHa c 
nupozpaBupauuji koarnyp Ha cBenuama, kocmeHo-6Ma uau 
3Aamucmo-}fcbAm.a. uBuua, qecmo 3a6eAH36aMe xapakmepHama 
„kaMuiukoBugHa u us&uBka, uau 4>uhu Aucmoo6pa3Hu 
„npopacnrbuu" om jveHmama. Oakmypama aa caivuma AeHma e 
gocma nacmbo^Ha, ruaka Me nopa^kga no-ckopo etfcekma Ha 
uakpycmauuH c kojka uau kocm. B'bmpeuiaume (fxmoBu 
ynacnrbuu, o6paay8aHii om Buemume ce (J>opMu aaAeHmama, 
Hau-Mecmo cacu&emeau 6 3Aamucmo-MegeH uau MacAUHeao- 
3eAeH noAynpojpaqen Aak, uau mk - 6 kapMUH. 
npuzAyuieHume koiopumHu xapMoauu Ha wtAwn opHaMeHm 
Meko u3iYbkBani m cj>ona Ha nvbMHorno, c MamoBa noBbpXHOcm, 
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decorated (in oil paints) with coloured pyrography depicting an 
asymmetrical ornament in „pitturesque" style with painted rocaille 
trellis and an arabesque motif of tentacles, curves and blooming 
flowers. The rocaille motif (Fig. 2a) from the water-colour project 
of a fan, preserved in the study file, probably served as a model or 
a prototype of the decoration of this shelf. 

The shape of another midget brush-rack - decorated with a 
drawing in pyrography coloured in oils and varnished - 
undoubtedly conforms to a characteristic Secession idiom 
(Fig. 7). The combination between the asymmetrical surface motif 
in rococo and the contour of the wooden form with symmetrical 
curves is splendid and turns such an ordinary object into an 
exquisite work of art. 

The other small pieces of furniture in the collection of Prof. 
Staycheva are a convincing proof that the talent of Jossifova in 
creating ornamental decoration and her mastery of the 
pyrographic technique, compounded with colouring, obviously 
reaches the peak of perfection. Every article we are going to 
mention further on bears a unique ornament which does not 
have a replica elsewhere. As a common distinctive feature of 
these ornaments we can point out the closed symmetrical Art 
Nouveau form, mounted by the contour of a curve which is 
smoothly undulating in subsequently surging waves (Fig. 8a). 
In the complex vortex of the inner interlacing of thin bands 
whose inorganic plasticism is emphasized by the pyrographic 
outline of the bright, bone-white or golden-yellow stripe, we can 



SykoBo g'bpBo, koemo e npeo6Aaga6amujim MamepuaA Ha me3u 
npegiuemu. M Makap, qe 6 nanpaBama um Mooi(f>oBa oqeBugHo 
He e ynompe6uAa oco6eHO ckbnu Mamepuu, trompe ibe/i 
ecbekmume, qt>A&auiu ce Ha u3kvcHume u vmchuh, hu kapam qa 
cu cnoMHUM kpacHOpemiBomo onpegeAeHue aa HukoAau PaunoB 
3a Mc6eAHUH Aykcyc Ha cbBpeMeHHama um enoxa: „Mo6uAume 
npuAUMam na cwuecmBa om g'bpBo, fcwka, nAam u crm>kAo - c 
oneBugnu opzaHu; ho me ca u3hui.hu - u uecmo n^mu 
BemecmBomo e moAkoBa ckbno, koAkomo u itiomho 
u3pa6omeHO u . 

TakuBa „Mo6uAu-cbiuecm8a" 6 koAekuunma ca: egua Bucoka 
6au3o Meim>p u noAoBuHa mpuema&Ha nuegecmaAHa Macuqka 
om muna „serviteur-muet" (uau no-ckopo - „dumb-waiter", 
gokoAkomo (|)0pMama ii na npeceueHa nupaMugaAHa koAoiia c 
Btrtxogaino cmecHeHue e B^BegeHa B Ahzauh kbM cpegama Ha 
18 Bek, u nocAe Bwpuema 8^6 OpaHuua) (Ouz. 8); egHO 
kouiue 3a xapmuenu omnag'buu, ct>mo c npeceuHo-nupaiviugaAHa, 
ho B^xogamo pa3iuupaBflma ce (J>opMa, u 3aBi)puiBama c 
Bt)AHOo6pa3Ha kpuBa Ha 2opHun p-b6, no AUHuama Ha uuumo 
U36u6ku 6 g'bpBeHomo rnaAo ca U3pa3anu gekopamuBHU 
acuMempuMHu kankoBugnu npope3u, cApkemu u 3a p'bkoxBamku 
- noB'bpxHocmume u Ha uemupume 2Aagku cmeHu ca oSxBanamu 
om 4>uH uBuuHo-ruemeHuueH opHaMenm c hBhu omnpamku kbM 
„cmapo6'bA2apcku>i cmuA" (3>u2. 9); gBe mho20 kpacuBu 
lukacjmema-anmeqku c koMSuHupaua ykpaca om gT>pBope36a, 
AakoBe u uBemHa nupo2pa(J>ua 6 mon^A, npeo6AagaBamo 



very often spot the peculiar „ whiplash" curve or delicate foliate 
„sproutings" of the band. The texture of the band itself is quite 
pasty so that it rather achieves the effect of an inlay with leather 
or bone. The inner areas of the background formed by the 
sinuous curves of the band, are most often coloured in honey- 
golden or olive green semitransparent varnish or in oily crimson. 
The subdued colour harmonies of the whole ornament softly 
stand out against the background of the dark, matted surface of 
the beech wood which is the predominant material these articles 
are maid of. Despite the fact that Jossifova did not use 
expensive materials to make them, the trompe Voeil effects 
achieved by her exceptional skills, remind us of the eloquent 
formula given by Nikolay Raynov for the furniture luxury of their 
contemporary epoch: „Those chattels resemble creatures made 
of wood, leather, fabric and glass - with visible organs; but they 
are delicately beautiful and in many instances the material is as 
expensive as precisely manufactured." 

There are several such „furniture-creatures" in the 
collection: about meter and a half tall three-storied pedestal 
table of the „serviteur-muet" type (or more precisely dumb- 
waiter" since its form of a truncated pyramidal column with an 
ascending narrowing was introduced to England about the 
middle of the 18 th century and was later adopted in France) 
(Fig. 8); a waste-paper basket with the form of a truncated 
pyramid but broadening upwards and ending with the sinuous 
curve of the upper edge, along which there are decorative 
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kapMUHea koAopum. OpHaMeHmaAHama gekopauua no AuueBume 
um cmpaHu cnoAyuAu6o cbMemaBa ueHmpaAHua 602am 
apa6ecko6 pacmumeAeH Momu6 c 2eoMempuqHO-cmuAU3upaH no 
6u3aHmuucko-ceMumcku MaHuep 6opgtop (Ouz. 10, 11). 
riogoSHu uHmepecHu cuHme3u 6 OpHaMeHmaAHama koMno3uuua 
MO±m ga Ha6AtogaBaMe, HanpuMep, u 6 kaMeHHO-pe36eHama 
ykpaca (npaBeHa no npoekmu aa X. TaueB kbM 1909 2.) no 
4>acagume Ha cocjmuckama ce^apugcka CuHa202a, uag^piaHa 6 
Heo6u3aHmuucko-MaBpumaHcku cmuA. 

Oiue HnkoAko MUHuamiopHU, 3a6aBHu u noi\e3HU, BemuMku 
- gi)A2a He no&ene om nega 3akaHaAMuua, ykpaceHa c BeHeu om 
gt>6o6u Aucma Ha maHuoBaH (J)oh, 3amBopeHa cmeHHa kymuuka 
3a 6t)pcaAku Ha npax, npuAuuHa Ha kbmuqka 3a nmuu,u - 
nopa3HBam c u3aui,Hama pes6a Ha pacmumeAHiime peAe^u 
(<I>U2. 12). MuHuamiopHa cmeHHa kymuuka c mpaneuoBugeH 
cuAyem u3HenagBa cbc cAo&Hocmma Ha nupozpaBupamiii, 
ouBemeH Cbc 3gpaMHu MacAeHu moaHcu ceuecuoHeH opHaMeHm. 
OuHama My AUHeapna nAemeHuua kamo ^e au Mepnu 
Bg-bXHoBeHue om o6pa3u,ume Ha kbCHo-omoHuanckama 
MaHyckpunmoBa uAiOMutiaiuiH B kogekcume om ExmepHax om 
paHHUH 11 Bek, uau om keAmckua MomuB, u3BecmeH kamo 
entrelac 6 UAtOMUHauuume Ha „Knu2ama Ha Keic" ((J)uz. 13). 

M3MeA:gy Me6eAume om Mocu(J>oBa Hau-6e3ycAO&HO 3a 
o4>opMHHemo na uguoMa Ha „cmapo6'bA2apckufl cmuA" 
gonpuHaca egna MaAka caAOHHa Maca 3a tuueHe (®uz. 14). 
HeuHama gekopauua Hau-6AU3ko ce cxoikga c pa6oinu om 
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asymmetrical drop-shaped cuts serving as handles as well - the 
surfaces of the four smooth walls are covered with a band- 
interlaced ornament suggesting clear reference to the ^Id- 
Bulgarian" style (Fig. 9); two very beautiful medicine cabinets 
with a combined decoration of wood-carving, varnishes and 
coloured pyrography in warm, predominantly carmine palette. 
In their front side ornamental decoration the rich arabesque 
vegetal motif is aptly combined with a border geometrically 
stylized in a Byzantine-Semitic manner (Fig. 10, 11). Such 
intriguing ways of synthesizing in the ornamental composition 
can be observed for instance in the stone-carving decoration on 
the fagade of the Sephardic Synagogue in Sofia, accomplished 
(after projects by H. Tachev about 1907) in an elaborate neo- 
Byzantine-Moresque style. 

There are several other minute, entertaining and useful 
articles: a span long hanger, decorated with a wreath of oak leaves 
against chiselled background; a closed hanging box for keeping 
the dust-brushes resembling bird-house and astounding with the 
exquisite carving of the relief flowers (Fig. 12). A small hanging 
box with a trapezium-shaped silhouette surprises with the 
intricate Art Nouveau ornament drawn in pyrography and 
coloured in darkish oil hues. Its sinuous linear pattern seems to 
has been inspired by the samples of the late Ottonian manuscript 
ornamentation in the Codices of Echternach school from the 
beginning of the 11 th century, or by the Celtic entrelac motifs 
found in the „Book of Kells" illumination (Fig. 13). 



XapaAaM6u TaneB om n^pBomo gecemuAemue Ha 20 6., u nvt>u 
kamo ca u36ecmHu go6pume npuameAcku koHmakmu Me&gy 
Hezo u xygojkHuuama, cAeg6a ga gonycHeM cnogeAeHu Mejkgy 
max ecmemuqecku B^ZAegu u B3auMHu Bauhhuh. 
npaBo'b2'bAHUiim ruom Ha ivtacuukama (Ouz. 14a) u 
cmpaHUHHume kt>cu nognopHu noAuuku caykpaceHu c Gopgtop 
om uBuHHa nAemeHuua Ha cmuAU3upaHu pacmumeAHu cnrbSAa, 
raunuuHo pa3pa6omeHa 6 3acma6ku na Swapcku kHU}koBHu 
naMemHuuu om 13-14 Bek, cAegBamu mpaguuuama Ha 
8u3aHtnuuckua „u,BemeH cmuA", ho CbnpoBogeHa 6 max 
o6uqauHO c BtiAemenu cjmzypu Ha nmuuu u uBemoBe. B 
opHaMeHma Ha Mocu(j>o6a, koamo HaBcakbge B gekopamuBHua cu 
Manuep geMOHcmpupa npegnouumauue kbu cmuAU3au.ua Ha 
mxcmo pacmumeAHa ocHoBa, makuBa (j)U2ypu AuncBam. Ta3u 
oco6eHocm, kakmo u koAopum-bm, c npucbcmBuemo Ha 3AamHa 
6a2pa, no-munuHHa 3a npeiuemkume BtjB Bu3anmuuckua 
npomomun Ha opHaMeHma, omkoAkomo 3a co6cmBeHo 
6t)A2apckume uAiOMUHauuu, tobgemo ma e no-qecmo 3aMecmeHa c 
ka^aBa uau oxpa, Mo&e 6u e cB'bpsaHa, ocBen c uHguBugyaAHama 
ii koAopucmuMHa Bu3ua, cbino u c nvbpceuua na xygo*Huqkama 
no nocoka Ha egim no-acen neo-8u3aHmuucku MogeA. Aimuama 
myk e yMepeHa, npoma)bio-6'bAHOo6pa3Ha, AeHmama e no- 
aiupoka om 0Ha3u B „3amBopeHume" opiiaMeHmaAHu (j>opMU no 
gpyzume Me6eAu, a ouBemaBaHemo Ha opuaMenma e maka 
nA-bmHO 6aAancupano, ue nupozpacjmume My ouepmanua ca 
goBegeHu go nomnu nam>AHo ckpum, eijmpeH konmyp. 



Among all the pieces of furniture of Jossifova a small work 
table (fitted with a drawer for sewing materials) contributes 
most to the formation of the idiomatic pattern of the ^Id- 
Bulgarian" style (Fig. 14). Its decoration most closely resembles 
works of Haralampi Tachev from the first decade of the 20 th 
century and since we are well aware of the close friendship 
between him and the paintress we can assume that both of them 
shared common aesthetic concepts and exerted influence upon 
each other. The rectangular board of the table (Fig. 14a) and 
the side short supportive shelves are decorated with a rich 
border consisting of a band-interlacing of stylized floral stalks. It 
was typically elaborated in frontispieces of illuminated Bulgarian 
literary monuments of 13- 14 th century following the tradition of 
the earlier Byzantine „floral style" but there it was usually 
accompanied by entwining figures of birds and flowers in 
blossom. In the ornament of Jossifova whose decorative manner 
altogether demonstrates a pronounced preference of stylization 
on purely floral basis, there are no such figures. This peculiarity 
and the palette including the golden hue, more typical of the 
interlacing ornament from the Byzantine prototype than of the 
genuinely Bulgarian illuminations, where it is more often 
replaced by brown or ochre hue, is probably connected not only 
to jossifova's individual colour concept but also to her gropings 
in the direction of a more clearly defined neo-Byzantine model. 
The line here is moderate and sinuously flowing, the band is 
broader than in the closed ornamental forms on the other pieces 
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3a uHmepeca Ha Mocu({>oBa kbM a6moxmoHHama 6bA2apcka 
gekopamu6Ha mpaguu.ua cBugemeAcmBa neimomo co6cm6cHo 
CbSpanue om nupomcku kuAUMu u 6pogupaHu mbkaHu, koumo 
rm e apamkupaAa 6156 6ug Ha eAeMeHmu om uHmepuopa cu - 
nokpuBku 3a co(j>a u kaAb<j)ku 3a 8b32AaBHUuu, (Jmhu <j)UAema 3a 
3a6ecume 6 caAonume. Be3ycAoBHo ma e 6uAa Bg-bXHoBaBaHa om 
ugeama ga Bnece jkuBume pumMu Ha Hapognume mapku He caMO 
B npocmpancmBeHama ykpaca Ha zpagckomo Aiumue, ho u 6 
UHmuMHume akcecoapu Ha gaivickama eAezaHnmocm. B 
koAekuunma CmauMeBa npucbcmBam u gBa oco6eno apmucmuMHu 
gavicku akcecoapa— nopmMone u Hanmuuka-nAuk, u3pa6omeHu B 
unmepecHa mexHuka: pucyBaHume c nAbtmio nokpuBHu 6ou Bbpxy 
2bcmo-u3nrbkaHama cypoBa konpuHa Ha nAamHomo opHaivieHmu, 
ca gonMHumeAHO u3mbkHamu c uMnpeznupan Bbmpe 6 
zpaHuuume ua <|>opMama uBemeH zpaHyAupan cmbkAen <J>aioc, 
koemo npaBu noBbpxHoemma Aeko peAetjma, a Sazpume - ko6aAm, 
po3oBa u nvbMHa xpoMoBa )kbAma - npuamHo npo6AacBamu. B 
gekopamuBHama k0Mn03uu.ua Ha nopmMonemo npeo6Aaga6a 
„guaMaHmeHua l< (zeoMempuueH) opHaMenm, ycAo^oieH Cbc 
3U23a20o6pa3Hu kpuBu Cbc CMekneHu -bZAu; a B ruuka ohihoBo ce 
nonBaBa, ho no-onpocmen u BMemHarn 6 koMno3uuuama Ha 
kAacuMecku nepcuucku „MegaAbOH", no3Hamuam hu 
cmapoe^apcku pacmumeAHO-uBuueH Bunem. OkoAoBpbcnmuani 
6opgiop, o6aue, e mpucyBaH Ha cuBkaBo-cun 4>oh c MomuB om 
cmuAU3upaHu 6 mpaguuuama Ha Hapognume hocuu uBema, 
„uHguBugyaAU3upaH << om maAaHmAuBama gekopamopka c egHa 
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of furniture and the colouring of the ornament is so densely 
I balanced that its pyrographic outline is reduced to an almost 
hidden, ethereal contour. 

The interest of Jossifova in the local Bulgarian decorative 
tradition becomes obvious from her own collection of 
embroidered fabrics and of carpets, manufactured in the town of 
Pirot, which she arranged as elements of her interior - sofa 
covers, pillow cases, fine network of the curtains in the salons. 
She was beyond any doubt inspired by the idea to introduce the 
vigorous rhythms of the folk designs not only into the interior of 
the city house but in the intimate accessories of lady's elegance 
as well. Staycheva's collection includes two very artistic lady's 
accessories - a purse and a hand-bag accomplished in an 
interesting technique: the ornaments painted in dense covering 
paints on the tightly woven raw silk are additionally enriched 
with coloured, granulated flux of glass impregnated inside 
within the outlines of the form. Thus the surface becomes 
slightly relief and the colours - cobalt, rose-pink and dark 
chromium yellow - pleasantly glitter. The decorativi 
composition of the purse is dominated by the „diamond" 
(geometrical) ornament compounded with zig-zag curves with 
softened angles. The familiar Old-Bulgarian floral-band vignette 
appears again on the hand-bag, but here it is a little simplified 
and interpolated in the composition of a classical Persian 
^medallion". However, the all-sides border is painted against 
grayish-blue background with a motif depicting flowers which 



gon'bAHumeAHa Homa Hau8u3i>M. Pa3^bHamu, u g6ama onucaHU 
mekcmuAHu npeg/viema npou36e>kgam yguBumeAHo e^ekma Ha 
MH02okpamHo yMMeHU kiuuMu (G>u2. 15). 

Mocu(j)o6a mpa66a ga e UMaAa cneuuaAeH u cuach a<J>uHumem 
kbM kpexkume U3>imecm6a aa cmapuHHua eBponeucku nopueAaH- 
gocmuzHaAume go Hac MeMaAko Ha 6pou u BeAukoAemiu no 
kauecmBama cu xvao&ecmBeHu nooueAaHoBu u (baaHcoBu 
npegMemu, npumdcaHue Ha poga om BpeMemo Ha ceM. Mocu<f)oBu, 
u mo2aBa, a ome noBeue gHec, npegcmaBAaBam pegku u kpacuBu 
aamukBapHu ueHHOcmu. B3emu caMU no ce6e cu, Bcimku me3u 
ueHHu o6pa3Uu om 3HaMeHumume cmapu nopueAaHoBu 
MaHU(J>akmypu Maucen, BepAirn, Buena, UkazeHdaAg, Konewozm, 
kakmo u poMaHmuMHunm geA(f>mcku (panne 3acAyAaBam egHo 
omgeAHo onucanue, gocmouao 3a meivia Ha gpyeo cbMUHeHue - ho 
ome no-3a6AagnBama 3a nac myk e npegcmaBama kak me 
ecmecmBeno ca cwipoBoAgaAu egHo co<j)uucko BcekugHeBue; 
EBpona B npocBemBaui,ama 6eAoma Ha Hau-kpexkomo cu 
cbfrbpuiencmBo, e HaceAaBaAa goMa Ha flocu(J)o6u, u goceza cnogeAa 
noaAega Ha maxHama gocmouHa HacAegHui# npo(J>. CmauqeBa. 

OcBeH BueHckume, MopaBckume u gpe3geHcku cepBu3U, B 
koAekuunma ce cbxpaHflBam u HakoAko Ba3u gekopupaHu om 
cmygeHmu B nauiama XygoikecmBeHa akagcMua c pacmumeAHO- 
nAemeHUMeH Heo-Bu3aHmuucku opHaMeHm B^pxy nopueAaHoBo 
mHAO, npuaomBeHO 4>a6pUMH0 go <J>a3ama Ha 6AageuiuH. 
TexHukama aa Hag2Aa3ypHO noAazaHe na eMauAu u (J>ukcupaHemo 
um qpe3 mpemuMHo u3nuuaHe e 6uAa no3Hama u npakmukyBaHa 



are stylized in the tradition of the national costume. The border 
is individualized" by the talented decorator with an additional 
shade of naivete. When unfolded, both textile articles described 
above, produce the astonishing effect of many times reduced 
carpets (Fig. 15). 

Jossifova must have had special and strong affinity for the 
fragile refinement of the old European porcelain. The family of the 
painter possessed quite a few magnificent artistic porcelain and 
faience articles, some of which are still preserved. At that time and 
to a greater extend nowadays they are rare and beautiful antique 
collectables. Taken on their own, all those precious samples of the 
famous old porcelain manufacturies Meissen, Berlin, Vienna, 
Schlagenwald and Copenhagen, as well as the romantic Delft-ware 
deserve a separate description which is worth becoming the topic 
of another study. But here what fascinates us more is the idea that 
once they used to be a natural part of the everyday life of a family 
in Sofia. Europe lived in the home of the Jossifovi family in the 
glittering whiteness of its most fragile perfection and even now 
continues to be a delight for the sight of their worthy heiress Prof. 
Staycheva. Apart from the porcelain sets coming from Vienna, 
Moravia and Dresden manufactories, the collection preserves 
several vases decorated by students in the „Art Academy" in Sofia 
with a vegetal-interlacing neo-Byzantine ornament on the 
porcelain body which was factory-made to the phase of blanc-de- 
chine. The technique of the overglaze enamels and their fixation 
by tertiary firing was known and practiced by a small group of 
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om MaAka zpyna 6wapcku xygoltHuuu npe3 20-me u 30-me 2og., 
oSegimeHU okoAo ameAuemo Ha npocj). Cme<f>aH AuMumpoB 6 
XygojkecmBeHa akageMun. Cpeg Hau-6wgyuie6umeAHume om 
no3Hamume mu nocmu&eHua, ca Cbgo6eme Ha KoHcmaHmuH 
KyuapoB u KoHcmaHua TaH^eBa. CbgoBeme, npugoSumu om 
flocu(j>o6a, U3UHAO nonagam 6 o6mua 3a mo3u kp'bz m6opuu 
6-bAzapcku ceuecuoHeH MogeA. B cpaBnenue c max, CbBceM 
opu2UHaAaa kamo mBopuecko peuienue Ha xygodcHuuania e 
gekopauuama Ha egun m>AeH cepBus 3a ka<j>e (Ouz. 16), nau- 
BepoamHo HeMcka MaHu<J)akmypHa HanpaBa, c Bg^ASami 
nog2Aa3ypHO Mapku, koumo ne ce pa3uumam ct>c cuzypaocm - 
om gocma kauecmBeH MAeHHo6*A ntbH'bk ^Bbpg" nopueAaH c 
np03pauHa <J>eAguinamo8a 2Aa3ypa. Bcunku qauiku, muhuuIcu u 
qauHuuu Ha cep6u3a ma e ykpaoua ct>c c6o6ogHO pa3npt)CHamu 
MaAku 6ykemu, omgeAHu uBemoBe u HacekoMU 6 cmuAucmukama 
Ha kAacu^eckua MogeA, u3BecmeH kamo Deutsche Blumen, u 
B'bBeueH u3HaMaAHo om Moxan KAUH2eo 6 MauceHckama 
MaHU({>akmypa na CakcoHckua Kyp(j)iopcm npegu cpegama Ha 18 
Bek (Ouz. 16a). He e u3BecniHo kt>ge Mocu(J>oBa e (j>ukcupaAa 
eMauAume Mpea u3mmaHe, ho e MH020 BepoamHo ga e noA3BaAa 
nemume na Akageisiuama, 3a koumo cmana gyMa, noHejke no 
nrbtikocmma na auhua ma B pucym>ka u cneu,u(J)uqHama 
uMnpe2Hupanocm Ha 6oume 6 ua3ypama, MO}ke ga ce 3akAiOHu ? 
Me pucyHkume He ca U3nMHeHU c kaAm-eMauAu. Koemo 2oBopu 
3a pa36umo 6 o6Aacmma Ha ma3u gekopamuBna mexauka yivteHue 
y xygojknuuama, mt>u kamo eMauAoBama u naAumpae 6oaama, u 
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Bulgarian artists in the 20's and the 30's who were united in the 
studio of Prof. Stefan Dimitrov at the „Art Academy". Some of the 
most inspiring achievements known to me were made by 
Konstantin Kutsarov and Konstantsa Gancheva. The vessels 
acquired by Jossifova conform completely to the Bulgarian 
Secession model common to this circle of artists. In comparison to 
them the creative concept of the paintress, applied in the 
decoration of a whole coffee service (Fig. 16), is genuinely 
original. The service was probably manufactured in Germany, with 
marks impressed under the glaze that cannot be spelled out for 
certain. It was made of a high quality, milky-white, thin hard paste 
with transparent feldspar glaze. The painter decorated all the 
cups, saucers and pots of the set with freely scattered small floral 
bunches and separate flowers and insects following the classic 
mode in European porcelain decoration known as Deutsche 
Blumen and introduced by Johann Klinger in the Meissen 
Manufacture of the Great Elector of Saxony before the middle of 
the 18 th century (Fig. 16a). It can not be positively asserted where 
Jossifova fired the enamels in order to fix them, but she most 
probably used the above mentioned kilns of the Academy, because 
the thin lines and the specific impregnation of the paints in the 
glaze tell on that the drawings were not filled with kalt-enamels. 
This fact is indicative of her mastered skill in this decorative 
technique because her palette is rich and consists of difficult to 
control tints such as pale blue, griinende, pale and darker brown, 
grayish-violet and „purple of Cassius". 



mo Ha mpygnu 3a koHmpoAupaHe noAymoHo6e - 6Aegocutw, 
zpioaeHge, cBenuo u no-mbMHokacfwiBa; cuBkaBo-BuoAemoBa; 
6Aeg „nypnyp Ha Kacuyc". 



He mvah gokoAko ycnaxMe ga no6gu2HeM npaumua BoaA Ha 
3a6pa6ama om o6pa3a Ha AHHa XeH-Mocu(J)o6a. Onumax ce ga 
mpuxupaM egHa m>meka kbM npekpacHomo mBopnecko 6umue Ha 
xygo)lmuuama, Munmo gyuia e caMa no ce6e cu npekpaota 6em. 
Moike 6u cu cmpy6a ga xB^pAUM Mocm kbM uaAocmHua o6Auk Ha 
Heumifl ikuBom - BbnA^meHue Ha Bucokama kAaca 6 cuHme3a Ha 
MogepHomo &bA8apcko u3kycmBo u eBponeuckama kyAmypa 6 egna 
6AazogamHa enoxa. 14 Heka 6 3akAK)MumeAeH pumyaA cu ciiomhum 
eguH noemuneH 3aBem Ha qygHua EiwanyuA IlonguMumpoB: 

„M3kycmdomo kamo gyxoBna geunocm wua 3a ueA ga mi 
gocmaBu Bucma nacAaga, konmo ce omAimada om 
oduhioBeHume ygoBoAcmBun no cBon ugeaAen xapakmep. 
Cmpaxbm, mwama, cmpaganuemo u CMtpmma, koumo ca pe3ku 
u henpujunmi kamo geucmBumeAHo npekuBxBme, 6 
u3kycmBomo cmaBam npekpacHu... Bcnko wkycmBo 6 makbB 
CMucbA uMa ga npeogoAn&a egno uau noBene om ycAoBuxma na 
(pwuHHUx Mup... ga hu gage BnenamAenue 3a koHueHmpupaH 
npupogeti u gyxoBen ±uBom. " (1929) 

HoeiuBpu 2000 u 



I can hardly tell whether I succeeded in lifting the dusty 
veil of oblivion obscuring the personality of Anna Hahn- 
Jossifova. I only attempted at sketching a pathway to the 
marvellous artistic life of the painter whose soul is in its very 
essence a splendid article. It is probably worth spanning a 
bridge over the entire pattern of her life - a paragon of the 
high class coalescence between Modern Bulgarian art and 
European culture in highly beneficial times. As if performing a 
concluding ritual let us remember part of the lyrical legacy of 
our lovely poet Emanuil Popdimitrov: „Being a spiritual activity 
art aims at providing sublime pleasure which differs from 
mundane pleasures in its ideal character. Fear, sadness, 
anguish and death are severe and.unpleasant when real, but in 
art they become beautiful.. In this sense every art is bound to 
surmount at least one or even quite a few circumstances of the 
physical world... to create the impression of an intense natural 
and spiritual existence. " (1929) 

November, 2000 
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BeAeiku: 



1. AnmukBapuanrbm Ha apx. M. MapmuHoB, ceza 
no/viemaBam ce Ha jta. „U,ap Cumcoh" 63 8 Co$ur. 
Apx. MapmuHo6 e omkynuA ma3u Macuuka, (mun „serviteur- 
muet", 6yko6o gt>pBo, 6e3 nupozpacjma ykpaca, c gBa 
pa3Auua6am,u ce iuBonucmi Momu6a Ha p03u, pucyBanu no 
cmenume c MacACHu 6ou), om goMa Ha nokoimama pycka 
2pac|)iiHa IlIyAu, eMU2pupaAa 6 Co(j>ua no BpeMe Ha 
peBoAiouuiima, u ikuBMa myk go cjvn>pmma cu npe3 80-me z. 

* 3amoBa mpa6Ba ga 6T>geM ome no-SAaaogapHu na 
AUMHOcmu kamo npo<j>. g.(j>.H. Emuauh CmauneBa u HeuHume 
6AU3ku, koumo ca ycneAu, flwipeku HeAenume GeayMcmBa u 
azpecuBHomo HeBe&ecmBo Ha npoAemkyAmoBckama BAacm, 
ocuaypuAa Ha ceMeucmBomo um Heo6e3\uemuMu Hec2ogu, a na 
cbBkvnHama Gwaocka kvAmvpa — nDecnvbnHu nDeBDamHocmu. 
ga ona3am uucm u cBak cnoMeHa 3a AHHa XeH-Mocu<j)oBa, u ga 
Cbxpawam egna 3HaquMa uacm om Heimomo xygo&ecmbeHO 
HacAegcmBo - pagiik gap 3a ucmopuama na u3kycm6omo u 3a 
Bceku no3Ha6au Ha npekpacHomo. Auuho CbM ii3kAK)HumeAH0 
aag^Ajkeua Ha npo<j>.Cmauue6a 3a AK)6e3Hocmma ii ga mu 
npegocmaBu gocmt>n go koAekuuama, kakmo u auuhua cu 
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Notes: 



1. The antique shop of architect M. Martinov, now situated 
on 63, Tsar Simeon St., Sofia. Arch. Martinov bought this table 
(type „serviteur-muet", beech-wood, no pyrographic 
ornamentation, with two different pictorial motifs of roses, 
painted in oil on the walls) from the house of the late Russian 
countess Schultz, who immigrated in Sofia during the Revolution 
and lived here till she breathed her last in the 80's. 

* That is why we are even more indebted to people like 
Prof. Emilia Staycheva, Doctor of Arts, and her relatives, who in 
spite of the absurd lunacy and aggressive ignorance of the 
proletarian regime, which caused irremediable adversities to her 
family and culpable vicissitudes to the entire Bulgarian culture, 
managed to keep the memory of Anna Jossifova-Hahn clear and 
alive and to preserve a considerable part of her artistic heritage 
as a priceless gift to the art history and to every connoisseur of 
the beautiful. I am personally indebted to Prof. Staycheva for 
kindly giving me free access the collection and to her personal 
documentary archives for the purposes of this research. I am 
also grateful for the fine way in which she kept up my 
inspiration in the whole course of our communion and for the 



gokyMeHmaAeH apxuB, c u3CAego6ameAcka ueA - a Cbiuo u 3a 
iBuckamifl HauuH, no koumo npe3 uhaoitio 6peMe Ha Hauiemo 
o6meHue nogg^pikauie Bg'bXHoBenuemo mu, u 3a kpauno 
UHmepecHume cnoMeHu u c6ou ecmemimecku Bu&gaHua, koumo 
mu cnogeAu. 

2. Bjk. cmamuama Ha EM.CmauMeBa „Pukapga Xyx u 
BrnzapuH" 6: cn. „AumepamypHa MucbA", 1966, kH. 3, cmp. 112- 
119. TaM Em. CmauMeBa Cbo6maBa u 3a CbxpaneHUH 
enucmoAHpeH koHmakm iwokgy n^pBume 6pamo6Megku 

A. Mocu<j>o8a u P. Xyx npe3 BpeMemo, kozamo u gBeme Be^ie ca 
nanycHaAu IepMaHUH. 

3. M. TeopzueBa, Cbcm., C'bKtt'bm Ha K»kHOCAaBflHckume 
xygoAmiuu „Aaga" (1904-1912). Ewapckomo u3kycm6o Ha 
loiHocAaBflHckume u3Ao>k6u. C, 1994. Hackopo Ha aBmopa Ha 
Hacmomnama cmygua cmana u3BecmHO, ue makuBa onumu ce 
nogzomBam om cmpaHa Ha cepuo3Hu nauiu u3kycmBo6egu kamo 

B. AuHoBa-PyceBa u B. BacuAMuna. 

4. A. npomuH, I/bkycmBomo 6 EtoAzapun, 6: „yquAumeH 
npezAeg", 1907, kn. 9, Heo(j)uu,uaAeH g»A, cmp. 912. 3a 
om6eAH3Bane e, Me Cbiuama cmygua Ha IlpomuM - „M3kycm6omo 
B Bt)A2apuH" - e nySAukyBaHa u Ha aHZAuucku e3uk 6 AongoH 
cbiuama zoguHa. 

5. HanpuMep, 3a aBmopa 6e gocnvbrnia Mazucnrbpckama 
paGoma „19./20. Jahrhundert, kunstgeschechen in Bulgarien vor 
dem 9. September 1944. Anna Jossifova" (1992 2.) Ha KapoAa 
Bypkxapm, mozaBa gunAOMaHm Ha Bucuiemo yuuAume 3a 



extremely interesting memories and aesthetic views that she 
shared with me. 

2. See the article by E. Staycheva „Ricarda Huch and Bulgaria" 
In.: „Literaturna Misal" magazine, 1966, No. 3, pp. 112-119. There 
E. Staycheva gives an account of the preserved epistolary contact 
between the cousins A. Jossifova and R. Huch during the period 
when both of them have already left Germany. 

3. M. Georgieva, compiler, The Union of Southern Slavonic 
Artists „Lada" (1904-1912). Bulgarian Art on Southern Slavonic 
Exhibitions. Sofia, 1994. The author of the present study has 
become recently aware of the fact that similar studies are being 
prepared by serious Bulgarian art critics such as V. Dinova-Ruseva 
and V. Vassilchina. 

4. A. Protich, Art in Bulgaria, In: „Uchilishten Pregled" 
magazine, 1907, No. 9, unofficial section, p. 912. It is worth 
pointing out that this very study by A. Protich - „Art in Bulgaria" - 
was published in English in London the same year. 

5. For instance, the author had access to the M. A. thesis 
(written in German, unpublished) entitled ,,19 /20. Jahrhundert, 
kunstgeschechen in Bulgarien vor dem 9. September 1944. Anna 
Jossifova" (1992) by Karola Burkhardt who was at that time 
graduate of the „Hochschule fur Bildende Kiinste", Hamburg. In 
her conclusions regarding the entire creative work of A. Jossifova 
the author of the thesis states the following: „In her capacity of a 
typical representative of the monarchy epoch in Bulgarian history 
of art, A. Jossifova can by no means be viewed as a Bulgarian and 
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u3o6pa3umeAHO U3kycmBo 6 Xmbypz, nucaHa m HeMcku, 
Heny6Auky6aHa. B u36ogume cu ohihocho uMOcmHomo 
mBopuecmBo Ha A. Mocu4>oBa aBmopkama na ma3u pa6oma 
3a>i6fl6a: „Kamo munuwa npegcmaBumeAka Ha MOHapxuveckama 
enoxa 6 dtAsapckama ucmopua Ha mkycmBomo, A MocucfroBa 6 
Hukakbd cApiau He MoAe ga 6^ge pa3z\e±gma kamo 6*bAzapka, u 
kamo makaBa ga e mpa6Buo ga ce cnpa&n c mkakbft kyAinypeH 
ge(pimum" (c. 88). Bimpeku yBsukemiemo mu u3o6uu> kbM 
kpeamuBHomo ycuAue Ha K. Bypkxapm, Hau-MaAkomo 3apagu 
u36opa na meMama ii, a u 3apagu noAe3Hume (J>akmoA02UMHu 
Haxogku, koumo U3Haca Ha«6e c mo3u mekcm, He M02a ga ne 
omSeAoka, B mhozo onwouieHua cAa6omo u no3HaHcmBo c 
kyAmypHua koHmekcm e npegonpegeAUAo u3BecmeH HauBumem 
B uHmepnpemauuama. 

6. Bucuiemo yuuAume „Staedtische Fortbildungs- und 
Gewerbeschule" 6 EpayHiu6au2 e ocHoBaHo npe3 1886 2. nog 
uiankama Ha gamupamomo om 1876 2. cgpy&enue „Verein zur 
Forderung des Kunstgewerbes", miamo ocHoBHa ueA e ga u3gu2He 
kaqecmBomo Ha xygo>kecm6eHomo o6pa3o6aHue no 3aHaamu u 
ga cmuiviyAupa 6ucoko-npocj>ecuoHaAHomo pa3Bumue Ha 
gekopamuBHume mexHuku. 

7. Ilo gokyMCHm, cbxpaHflBaH 6 apxuBa Ha Em. CmauqeBa. 

8. Tykg-biukuM egHa no-o6cmouHa 6eAe)kka B-bpxy Hauiemo 
pa36upaHe 3a u3koHHua 06x6am Ha noHamuemo „ceuecuoH", 
koemo hu ce cmpyBa gocma Mecmo cnoMeHaBano HanocAeg'bk y 
Hac, ho He3ago6oAumeAHO yacHeHO. 
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as such to be predestined to deal with some kind of a cultural 
deficiency. u (p. 88) Despite my respect for the creative effort of 
K. Burkhardt - at least for the topic she has chosen as well as for 
the useful datum she brings to light in her text - 1 cannot but 
point out that in many respects her insufficient knowledge of the 
cultural context has predetermined certain naivety of 
interpretation. 

6. The higher school „Staedtische Fortbildungs- und 
Gewerbeschule" in Braunschweig was founded in 1886 under the 
surveillance of the union „Verein zur Forderung di 
Kunstgewerbes", which was in turn founded in 1876 and whose 
main objective was to improve the quality of the training in arts 
and crafts and to give impetus to the highly professional 
development of the decorative techniques. 

7. According to a document, preserved in the archives of 
E. Staycheva. 

8. Here the author feels indebted to present a more detailed 
note on her opinion about the original scope of the notion 
recession", which has lately been very often used in our country 
but has not been sufficiently clarified. 

In the last third of the 19 th century the influence of the 
decadence of Edgar Poe and Baudelaire and the aestheticism of 
WalterPater, the reassessment of the values of mediaeval Gothic 
(in the works of Ruskin and Pugin), as well as of the Byzantine 
artistic heritage, merge together in European pictorial art and 
literature in order to form a peculiar „neo-mannerism" (the term 



Ilpe3 nocAegHama mpema na 19 Bek BAUflHuama Ha 
gekagaHca Ha Egzap no u BogAep, ecmemu3Ma Ha YoAnvbp 
Ileunrbp, u npeomkpuBaHemo na ueHHocmume Ha 
cpegHo6eko6Hama zomuka (y PT>ckim u IliogAuH), kakmo u Ha 
6u3aHmuuckomo xygoAecmBeHo HacAegcm6o, ce omAu6am 6 
eBponeuckomo u3o6pa3umeAHo mkycmBo u Aumepamypa 6 eguH 
c6oeo6pa3eH ^eo-MamiepusW (mepMUHDm e 8-bBegeH om 
Sypher, 6 uum. Cbu., I960), 6 cxBauuaHe Ha gekopamuBHua cmuA 
kamo a6coAK>m. B BpemaH Ha6ucmume BirtpaAgam 
noemuneckama npegcmaBa Ha Ilo u BogAep 3a u3kycmBomo 
kamo pumMUMecko cwnBopaBaHe Ha Kpacomama, u ce cmpeMnm 
ga 3aMecmam oSeMume c nAockocmu, im>u ue Biwecmo 
npupogama ga u3o6pa3H6am „cuHme3upaH MogeA qpe3 mo*ma 
auhuh, onepmaBama 4>opMama" (M. Aemj). TozeH, mexHuam 
Bogau, HacmoaBa: „rioAepmBax Bcuuko 6 noA3a Ha cmuAa." 
Cnopeg Ce3aH xygo&Hukbm He mpa66a ga ce onumBa ga 
6t)3npou36eikga npupogama, a „ga n npegcmaBMda Mpe3 
nAaorumecku ekBuBaAeHmu". Ockap Yaikg 6e3 yzoBopku 
ge(J)UHupa kapmuHama kamo „kpacu6o nokpuma nod-bpxHocm"; 
3a Heao ma e „npegu BcuMko Hemo Mucmo ykpacumeAuo", u 
ycmaHoBaBa, ^e „;>kuBonrbm nogpa^aBa na u3kycmBomo mhozo 
noBeue, omkoAkomo u3kycmBomo - Ha )kuBoma". Hpe3 
u3kycmBomo, u caMo upe3 Hezo MoBek e cnoco6eH ga cu 
npegcmaBu co6cmBeHomo cu cbB^puieHcmBo - e YauAgoBama 
akcuoMa, no uuumo 3akoH A. )Kug Cb3ga6a o6pa3a Ha 
„aMopaAucma", 6e3ycAoBHua ccmem. 



has been coined by Sypher, ibid. I960), a conception viewing 
the decorative style as an absolute. In Brittany the Nabis breathe 
new life into the poetic concept of Poe and Baudelaire which 
defines art as a rhythmic creation of Beauty. They try to replace 
the volumes with planes which enables them to depict „a 
synthetic pattern... through exact line defining the form" 
(M. Denis) instead of nature. Their leader, Gauguin, insists on 
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According to Cezanne the painter should not try to re-create 
nature, but to ^represent it by means of plastic equivalents." 
Oscar Wilde unconditionally defines the painting as „a 
beautifully covered surface". For him it is primarily a purely 
decorative thing". He asserts that „Life imitates Art far more than 
Art imitates Life". Man is able to realize his own perfection 
through art and through art only - this is the axiom of Wilde 
and on the basis of this rule A. Gide fosters the image of the 
„amoralist", the unconditioned aesthete. 

In the pictorial works the first examples of the new style are 
to be found in „Les Muses" (1893) by Maurice Denis and in the 
„cloisonnism" of Paul Gauguin and Emile Bernard from the Pont- 
Aven period, which reminds the lead cells (cloison) in the 
medieval stained glass. 

In 1868 on the Exposition Universale de Paris the Goncourt 
brothers introduced „the taste for Chinese and Japanese objects" 
with their linear and flatness aesthetics. In the same year in 
London the prominent „ Grammar of Ornament" by Owen Jones 
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B AuBonuomme u3o6pajkeHUH nbpBume o6pa3UU 
omkpuBaMe 6 „Ze5 Muses" (1893) Ha Mopuc Aemi u 6 
„kAoa30HU3Ma" m Uoa Yozch u Emu a Eeptiap om noHmaBeHckua 
nepuog, HanoMHam oAoBHume kAemku (kAoa30He) Ha 
cpegHoBekoBHume cnvbkAeHU eiuauAu. 

ripe3 1868 2. Ha CBemoBHomo napuMo u3AoAeaue 
6oamflma roakyp B^BeAqam „8kyca kbM kumauckume u 
anoHckume npegMemu", c maxHama AUHeapua u nAockocraHa 
ecmemuka. Cijiuama zoguHa 6 AoHgoH ce noaBaBa enoxaAHama 
JpaMamuka na opmMeHma u m. OyeH A*oyHc, c HezoBomo, 
u36egeHO frb3ociio6a na uaAama cBemoBHa ucmopua Ha 
opHaMeHma, nowimue, qe Jtcmku gekopamudnu mkycmSa 
mpn66a ga npou3AU3am om apxumekmypama" u, ne „kpacomama 
na (popMama ce nopzkga omAUHuu, npopacmBamu egtia om 
gpyza 6 nocAego&amemu B^AHucmu gtkukcmiM*. 

KpucmaAU3au,uama Ha ueAua mo3u ecmeimmecku koMruekc 
hu ce npegcmaBa B 0Ha3u oSmoeBponeucka (J)opMa Ha 
gekopamuBHO u3kycm6o (koHuunupaHa kamo „citiua 6 
ucmopuama na u3kycmBomo" qak npe3 60-me zog. Ha 20 B.), 
UHmepHauuoHaAHo \i3BecmHa Ha BpeMemo cu nog pa3AUMHu 
npo3Buma - Stile liberty, uau Floreale - 6 JlmaAua; Modernismo - 
6 Hcnanua; Style de bouche de Metro - BtdB 0paHu.ua, no egHa 
cmaHuua Ha napu)kkomo Mempo, gekopupaua om Ekmop IiiMap; 
Bandwurmstil („Hep6euonogo6eH cmuA") - 6 TepMaHua; Secession 
- 6 ABcmpua u BepAim; Jugendstil- B MtoHxeH, no uMemo Ha 
egHO cnucamie, u Hakpaa - Art nouveau - BtjB (DpaHU,ua u Ahsauh, 
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was published. In this work the author expressed his 
understanding, based on the entire world history of the ornament, 
that „decorative arts should all arise from architecture" and that 
„beauty of form is produced bylines growing out one from the 
other in gradual undulations. * 

The crystallization of the whole aesthetic complex presents 
itself in the all-European form of the decorative art 
(conceptualized as a style in the history of art only during the 60's 
of the 20 th century) and in those days known worldwide under 
different names: Stile Liberty or Floreale in Italy; Modernismo in 
Spain; Style de bouche de Metro in France after the name of a 
station in the Paris Metro, designed by Hector Giumard; 
Bandwurmstil („worm-like style") in Germany; Secession in Austria 
and Berlin; Jugendstil in Munich, named after a magazine, and at 
last - Art nouveau in France and England after the name of the 
famous shop of Bing in Paris, whose rooms were arranged by 
Henry van de Velde. No name was given to this form in Belgium, 
so there it became popular simply as moderne („modern art/ 
stvle"^ which was represented nredominantlv bv the interior- 
decorative and exterior architecture of V. Horta and Van de Velde 
and later on directed its development towards functionalism. But 
at that time (1896-99) Brussels was also a refuge of an 
international union of artists, called „The Twenty" („Les XX"). Its 
members were Gauguin, Khnopff, Whistler, Crane, Aubry 
Beardsley, Toorop - some of the most remarkable creators of the 
physiognomy of the „modern art". 



no UMemo Ha u36ecmHua Maaa3UH Ha BuH2 6 Flapu^k, nuumo 3aAU 
ca apamkupaHu om A. Ban ge BeAge. OcmaHaAa 6e3UMeHHa 6 
BeA2ua, maM ma3u <j>opMa cma6a u36ecmHa npocmo kamo 
modeme („ MogepHomo u3kycmBo/cmuA") , kou mo ce 
noeacmaBAaBa 2AaBHo om UHmeDuoDHO-aekooamuBHama u 
6i3HuiHa apxumekmypa Ha B. Opma u BaH ge BeAge, u 
BnocAegcmBue ce pa3BuBa no nocoka Ha <j>yHku,uoHaAU3Ma. Ho 
BpiokceA no Cbiuomo BpeMe (1896-99) e u y6e^kume Ha 
UHmepnau,uoHaAHomo o6eguHeHue Haxygo&Huuu, HapeueHo 
,ABagecemme" („LesXX") f BkAioMBama TozeH, Knonfy, Yucnubp, 
KpeuH, 06pu B^pgcAu, Toopon - egnu om Hau-apkume 
Cb3gameAu Ha ({)U3uoHOMuama na „Mogepnua cmuA". 

B Swapckama pe^Aekcua 6 Haq. Ha 20 Bek o6imauHomo 
Ha3BaHue 3a mo3u kpra om aBAenua e Hau-cxogHO c 6eA2uuckomo 
- „MogepHomo u3kycm8o tt uau „CbBpeMeHHomo u3kycmBo"; 
m'bkMO nocAegHomo ce npueMa kamo mumyA om Haiuume 
m6opuu cbc ceuecuoHoBa opueHmauua. 

9. B)k.: B.BacuAHUHa. OeHOMeH'bm „6M2apcku caAOH" 6 
AuAumHomo o63aBe)kgaHe om kpaa Ha 20-me u npe3 30-me 
soguHu, B: cn. „npo6Aeiviu Ha u3kycmBomo" 1996, kn.l, cmp. 30- 
37. Taivt ce o6o6iu,aBa, ue npegu BouHume 6 kyAmypama Ha 
S^apckume 2pagcku goMoBe, u B qacmnocm 6 npuAO)biume 
BugoBe, ca Heno3Hamu nrbpcemia, npeogoAaBamu „guconaHca 
Mejkgy ugeaAHomo u peaAHomo 6umue na u3kycmBomo"; u Me no 
npaBuAo „...kyxuama e B-b3npou36e}kgaAa eguo moky-mo 
omMUHaAo „ceAcko u BpeMe, a caAOHbm - egHa HecG^gnamo 



In the beginning of the 20 th century Bulgarian concept 
reflected this circle of events under a term, which stood very close 
to the Belgian one - „modern art" or ^contemporary art". It is the 
last one that was generally accepted as a title of our artists with 
orientation towards the aesthetics of Art Nouveau. 

9. See V. Vassilchina. The phenomenon „Bulgarian salon" in 
the residential furnishing at the end of the 20's and in the 30's, In; 
„Problemi na izkustvoto" magazine, 1996, No. 1, pp. 30-37. There 
the author draws the general conclusion that before the wars the 
culture of Bulgarian city homes, particularly in the applied styles, 
was unaware of creative efforts overcoming „the discordance 
between the ideal and the real existence of art" and that by the 
rule „... the kitchen reproduces the „rural" times that have just 
passed away and the salon brings back to life the dream of a 
„European" reality that never came true", and „both of them 
shared very little in common" (p. 34). The article makes no 
mention of the interior of the house of Jossifovi family which 
obviously goes beyond the tendency thus defined and has been 
fully fashioned by 1909, including its noticeable components in 
„01d-Bulgarian style". 

10. In the first place the innate cultural relations of the family 
with Germany and the recognition of the creative activity of 
Jossifova on the part of the Bulgarian Royal dynasty turn out to be 
a fatal factor for the - putting it mildly - the neglectful attitude of 
the proletarian regime after 1944 towards the heirs of the Jossifovi 
family and the preserved creative work of the artist. They play a 
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Memnaaa „e6poneucka" peaAHocm", kamo „o6momo Me&gy max 
e 6uao mB-bpge MaAko" (cmp. 34). Mnmepuop'bm Ha Mocu(j>o8u, 
koumo He ce cnoMeHa6a 6 ma3U cmamua, u koumo oneBugHO 
Hagckana maka onpegeAeHama meHgeHUua, e 6ua Bene ocJ>opMeH, 
BkAioviumeAHO cbc 3a6eAe±uMume cu koMnoHemnu B 
^mapoSfcAzapcku cmuA" om,e kbM 1909 2. 

10. Ha lYbpBo MHcmo opzaHUHHume kyAmypHU 6pb3ku Ha 
ceMeucmBomo c lepMaHUH, kakmo u Bucouauuiemo npu3HaHue Ha 
mBopuecmBomo na Mocu<]>oBa om cmpana Ha Ewapckama 
guHacmuji, ce oka3Bam (j>amaAeH MOMeHm 3a, Meko ka3aHo, 
HezAuikupaHomo omHouienue na npoAemapckama BAacm cAeg 
1944 2. kbM HacAegHuuume Ha Mocu4>oBu, kbM yHacAegeHomo 
mBopMecmBo Ha xygo&miukama, u u3U2paBam - npeBpamHO 3a 
Bceku HopMaAHo MucAeui, - peuiaBama poM 6 komyncmBeHUH ge6am 
okoAo &bgememo Ha goMa ii npe3 80-me. Rbiuama, uuumo 
xygoiecniBeHU kauecmBa onucaxMe no-zope, e oSaBeHa om HI411K 
3a naMemauk Ha kyAmypama npe3 1982 2. Ilpe3 1984 2. CHC (c 
mo2a6auieH uan^AHumeAen mumyMp kMema Me±gypeuku) peuiaBa, 
qe C2pagama mpa68a ga &bge „onmy}kgeHa 3a Hyjkgume Ha IV 
2pagcka 6oAHuua", naMupama ce 6 HenocpegcmBeHo cbcegcmBo go 
goMa Ha Mocu(J>oBu, nopagu „HeomAO)kHa HeoSxoguMOcm om 
pa3uiupeHue capagama Ha 6oAHuuama", uau - kamo Bmopu 
BapuaHm - „npeMecmeHa (!? - 6.a.) m&bH cmpoumeAHomo nenmo" 
(M3 AokAagHa Ha Ilenrbp Me&gypeqku go 3aM. npegcegameAa Ha MC 
u npegcegameA Ha KoMumema 3a kyAmypa, gp. Teop2u MopgaHoB, 
20.03.1984). B 3aiu,uma Ha naMemHuka ce npou3HecAu: 
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key role - based on false grounds as every rational person would 
say - in the sacrilegious debate concerning the future of her 
house in the 80's. In 1982 the house, whose artistic value we have 
already described, has been declared a monument of culture by 
the National Institute for the Monuments of Culture. In 1984 Sofia 
Municipality (and the communist mayor at that time 
P. Mezhdurechki) decided that the house should be expropriated 
for the needs of the Fourth city hospital" situated next to the 
Jossifovi house, because of the „dire need of enlargement of the 
hospital" or, as a second option, „moved (!? - author's note) 
outside the construction site". (From the report of Peter 
Mezhdurechki to the deputy prime minister and president of the 
Culture Committee, comrade Georgi Yordanov, 20.03.1984). The 
following institutions and people stood up in defence of the 
cultural monument: the ^Institute of Art History to the Bulgarian 
Academy of Science", the institute for Theory and History of 
Architecture", Svetlin Roussev who was then chairman of the 
„Union of Bulgarian Artists", and personally - Prof. A. Bozhkov, 
E. Bagryana, Prof. L Marazov. arch. M. Koeva., arch. P. Yokimov, 
arch. Stoykov, etc. Opposing their opinion the mayor 
Mezhdurechki insisted that it would be better to demolish the 
house because „Ferdinand used to visit it" (i. e., the former 
Bulgarian King Ferdinand Saxe Coburg-Gotha - author's note) - 
a tragicomic and also wide of the truth argument. Yet more 
ridiculous are some of the so called „expert opinions", expressed 
in connection with this case by certain specialists", who then 



MHcmumynTbm 3a u3kycmBo3HaHue npu BAH, MHcmumynrbm 3a 
meopm u ucmopim Ha apxumekmypama, C6emAUH PyceB, mo2a6a 
noeQceaameA Ha CBX, auhho — noocb. Am. Eo^kkoB. Ea. BazDHHa. 
npo4>. M6. Mapa3o6, apx. M. KoeBa, apx. n. MokuMoB, 
apx. CmoukoB (u gpyzu). Cpeiuy maxHama no3uu,un kMemt>m 
Makgypeqku HacmoaBaA, qe e no-go6pe kbuuama ga ce pa3pyuiu, 
nybu kamo „maM 6ua xoguA (pepgiwaHg" - apzyMeHm 
mpazukoMuuen, nbk u <f)akmoA02uuecku HeBepeH. He no-MaAko 
kypuo3Hu ca Hakou „ekcnepmHu MHemw", U3pa3emi om 
„cneu,uaAucmu" no cAyqaa, o6cAy>kuAu mozaBa ueAume Ha 
kMemcmBomo: czpagama, npoekmupana om apx. fleuMo (! - 6.a.) 
KouneB npe3 1903 2., mpa66aA0 ga ce pa3pyum, noHe&e 
„3a6Ay±gaBaAa omHocHo uaAOcmHua o6Auk Ha mBopqecmBomo Ha 
mo3u apxumekm", a Mocu(j>oBa 6uAa „BmopocmeneHHa 
xygoikHimka", quumo He3HaqumeAHU pa6omu meAu „ga oG'bpkam 
npegcmaBume Ha MAagume xygo5kHuu.ii" mo e u3kycm6omo, 3amoBa 
cnokouHo ModceAo gowrbm u ga ce CHeivie om cnucbka na 
najviemHuuume Ha kyAmypama npegBug HeomAo*Hume Hpkgu Ha 
nacmoHiuemo. Taka npe3 1987 2. czpagama 6uAa pa3pyuieHa, u 
co6cmBeHUUume ii - omqyicgeHU 6 „koMneHcamopHo" }kuAum,e - 
Han^AHO He3akoHHO, 3amomo kbiuama go kpaa maka cu u oemaHaAa 
pe2ucmpupan naMemHuk Ha kyAmypama. noBeue om gecem 2oguHu 
aeg moBa 6t>npocHomo „cmpoumeAHo nemHo" nvbu cu cmou 
neycBoeno om 6oAHuuama, na koamo yk 6uao HeoAo&Ho Hplmo - 
nycm napueA Ha gBe kpanku om „Pycku naiviemHuk", o6pacbA c 
Gypenu... 



served the purposes of the Municipal authorities. According to 
them „the building built by architect Peycho (!) Koychev in 1903" 
had to be demolished, because it „gave wrong impression of the 
entire creative work of this architect" and Josiffova was claimed to 
be an „artist of minor importance" whose insignificant works 
helped „the younger generations get a distorted picture of art". 
That is why bearing in mind the pressing needs of the present 
moment there was no reason whatsoever for not cutting her home 
off the list of the monuments of culture. Thus in 1987 the building 
was destroyed and the expropriated property was compensated" 
to the owners with an apartment, though quite illegally, because 
the house remained listed among the monuments of culture to its 
very end. More than ten years after that the construction site" in 
question remained unused by the hospital which was allegedly in 
dare need of it - an empty site, a couple of steps away from the 
„Russian Monument", weed-grown... 

I am telling this disgraceful story here only in brief (based on 
certain documents and the memories of E. Staycheva) with the 
sole purpose of suggesting that it should never happen again, no 
matter of the type of state administration. 

11. Sofia would have hardly been such had it not been for 
the creative attention that the architects of the neo-Byzantine 
style of the capital P. Momchilov, Y. Milanov and the rest - all of 
them heir apparent of the „gloomy apse gleaning with dull gold 
and gory purple" (Mario Praz) - paid to the appeal of Stefan 
George and of the Paris cathedral „Sacre Coeur" (then under 
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ripepa3ka36aM myk Hakpamko (no gokyMeHmu, kakmo u 
cnoivieHu Ha E. CmauqeBa) ma3u no30paa ucmopua, cajvio 3apagu 
BHyuieHuemo ga He ce noBmapn Huko2a Beqe B 
geucmBumeAHocmma, npu koumo u ga 6uao pe&uM. 

11. ...A egBa au Cocjma meiue ga 6tjge moBa 6e3 
kpeamuBHomo BcAyuiBaHe Ha apxumekmume Ha cmoAinwua Heo- 
6u3aHm n. MommuaoB, K). MuAaHoB, u gpyzume - npeku 
HacAegHuu,u Ha „MpauHama ancuga, 6Aackama c nvbMHo 3Aamo u 
kbpBaB nypnyp" (Mapuo npau,) - B 306a Ha me<j>aH Ieop2e u 
cmpojimama ce napuMa „Cakpe Kbop" 3a npeomkpuBaHemo Ha 
PaBeHa u noirrbHaAama B cyMpaka Ha MimaAomo Bu3aHmua. 
noBenemo om me3u „Bu3aHmuucku kynoAu" 6axa pa3pyuieHu om 
6om6u npe3 Bmopama BouHa u, Makap ue npe3 u3MUHaAua 
ommozaBa noAoBuH Bek 2epMaHu,u u noAauu, npimepHo, 
u3gu2Haxa omHoBo ueAu 6ykBaAH0 u3neneAeHu 2pagoBe, Ha 
HukoH G^Azapcka ynpaBa He ce cmopu HeomMeHHO egHO gaAen He 
mtm 2paaguo3Ho BirtcmaHoBumeAHo ycuAue. 

12. CtiBpeMeHHo u3kycmBo (1903-1933). KamaA02 Ha 
K)6uAeuHama u3Ao>k6a 30.12.1933 - 14.01.1934, Co$ua, 1933. 

13. B^k. 6eA. 7. 

14. B±. E. Stajceva. Die Bulgarische Vereinigung Savremenno 
Izkustvo und die Wiener Sezession. 6: Kreatives milieu. Wien urn 

« 

1900. Wien 1992. 

15. A. npomuq. Tpynama „C'b6peMeHHO u3kycmBo" u 
HeuHama u3Aoi(6a, 6: Ilpoimm, ItokycmBo, meanvbp, 
Aumepamypa. KiocmeHguA, 1907, cmp. 51. 
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construction) for re-discovering Ravenna and Byzantium 
obscured by the dusk of the past. Most of these „Byzantine 
domes" were destroyed by the bombs during World War II. 
Despite the fact that during the subsequent half century 
Germans and Poles, for instance, reconstructed whole towns 
that were burnt to ashes, there was not a single Bulgarian 
administration authority considering an even fairly modest 
renovation effort as its abiding obligation. 

12. Savremenno izkustvo (1903-1933). Catalogue of the 
jubilee exhibition 30.12.1933 - 14.01.1934, Sofia, 1933. 

13- See Note 7. 

14. See E. Stajceva. Die Bulgarische Vereinigung Savremenno 
Izkustvo und die Wiener Sezession. In: Kreatives milieu. Wien urn 
1900. Wien 1992. 

15. A. Protich. The group „Savremenno izkustvo" and its 
exhibition, In.: Protich, Izkustvo, teater, literatura. Kyustendil, 
1907, p.51. 

16. It is a well known fact from 1892 till his abdication in 
1918 King Ferdinand was the most generous buyer of Bulgarian 
works of art and owned the largest collection in the country. 
According to Protich on the second Southern-Slavonic exhibition 
in 1906, for instance, Prince Ferdinand granted 35 000 golden leva 
for buvinc oaintines and sculotures. It becomes evident from a 
letter written by Str. Dobrovich, Chief of the Chancellery of King 
Ferdinand, to Haralampi Tachev, dated January 8, 1909, that Their 
Majesties the King and the Queen have sent 100 golden leva only 



16. IfaBecmHO e, ue om 1892 go c6oHma a6gukau.ua npe3 
1918 2. LUp OepguHaHg e Hau-megpuam kynyBan Ha 6M2apcku 
xygo&ecmBeHu npou36egeHUH u npumeAaBa Hau-20AHMama 
cSupka 6 IybA2apufl. Ilo ct>o6meHue Ha npomuu, na Bmopama 
K)20-cAa6HHcka u3AoA6a npe3 1906 2., Hanpuiwep, Kha3 
OepgunaHg omnycka 35 000 3AamHu aB. 3a omkynka Ha kapmuHu 
u ckvAnmvDu. Om nucjvio om Cmo. Ao6oo6im, uied) Ha 
KaHueAapunma na U,ap OepguHaHg, go XapaAaMnu TaneB, 
gamupaHo 8 anyapu 1909 2., cmaBa hcho, ue T.B. Uap^m u 
Uapuuama ca u3npamuAu 100 3A. aB. caivio kamo Bxog 3a 
nocemeHuemo cu ebiuua geH na 2oguuiHama u3Ao*:6a aa 
„GbBpeMeHHou3kycm8o". (UAA, <t>- 2005, on. 1, a.e. 301) 

17. BA. L Geismeier, The small matters of Humanity. (Still 
Life Paintings in the Berlin Gallery), B'bB: „Vernissage. The 
Exhibition magazine", 6.2., cmp. 54. 

18. Bik. B. Cm. MumoB, Tpema CbBMecmHa u3A0ik6a Ha 
Gwapckume xygojknuuu, 6: cn. „Ob6peMeHHa mucW, 1919 2., 
kH. 12, c. 7-15., kbgemo aBmop-bm 3aflBa6a, ne A. Mocu<j)oBa „6u 
mpaGBaAo ga ce noyuu om xy6a8ume uBema Ha KoncyAoBa- 
BasoBa B gpy2ua omgeA Ha usAoMama". 

19. Mocu(J)oBa e yuacmBaAa u 6 gBeme npegcmaBumeAcmBa 
c no gBa cBou HannopMopma, uuumo gupu gHec ce 2y6am 3a Hac 
- Hflkbge U3 HeMckume u umaAuaHckume koAekuuu, nrbii kamo 
ca 6uau omkyneHu BegHaza. „Xygo}kecm8eHa kyAmypa" (1909, 
kn. 2) om6eAH3Ba 6 pegakuuoHHa cmamun u, He „3a 
xygoAecmBenufl ycnex Ha E-bA2apua 6 Glas-Palast cpemaMe 



as an entrance fee for their visit on the same day of the annual 
exhibition „Contemporary Art". (Central State Archives, f. 2005, 
inv. 1, a. i. 301) 

17. See I. Geismeier, The small matters of Humanity. (Still 
Life Paintings in the Berlin Gallery), In: „Vernissage. The 
Exhibition Magazine", no year, p. 54. 

18. See B. St. Mitov, Third joint exhibition of Bulgarian 
artists, In: Savremenna Misal, 1919, No. 12, pp. 7-15, where the 
author asserts that A. Jossifova „should draw a lesson from the 
beautiful flowers of Konsulova-Vasova in the other section of the 
exhibition". 

19. Jossifova participated in both exhibitions with two still- 
lives in each, but today the tracks of these paintings are 
completely lost somewhere in German and Italian collections, 
because they were bought straight away. „Hudozhestvena Kultura" 
magazine (1909, No. 2) points out in its editorial that „the Italian 
magazine „Emporium" published a favourable review about the 
artistic success of Bulgaria in Glass-Palast, written by the famous 
Western critic Villiam Ritter." 

20. Vidyu is a pen-name used in the press by the famous 
painter, critic and art historian Ivan Enchev-Vidyu. Probably here 
Enchev compares Josiffova to the then popular German painter 
and artistic pedagogue Cesar Klein (1876-1954) - tender surrealist 
and a leading representative of Nevembergruppe'18. Klein's 
repute is due predominantly to the exquisite decorative qualities 
of his wall panels and mosaics with flowers. 
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npuameH om3u6 om u38ecmHUfl 3anageH kpumuk Villiam Ritter 6 
umaAuaHckomo cnucanue „Emporium". 

20. „BugK) u e nceBgoHUM, c koumo uecmo ce nognucBa 6 
npecama HBan EHMeB-Bugio, mBecmeH xygoifoiuk, kpumuk u 
ucmopuk na u3kycm8omo. BepoamHo myk EHueB cpaBaaBa 
Mocu4>oBa c mhozo nonyAapHim no HezoBo BpeMe HeMcku xygoikmik 
u xygodcecmBeH negaeo2 Lle3ap KAauM (1876-1954), HakeH 
cioppeaAucm u Bogeiu, npegcmaBumeA Ha Novembergruppe'18. 
KAauH cmaBa u3BecmeH aau-Beue c u3kAK)uumeAHume gekopamuBHu 
kauecmBa Ha cBoume cmeHHU naHa u M03auku c u,8ema. 

21. B eguH kyAmyp-(|)UAoco4>cku cmuo>a, ako CAegBaMe 
Aozukama aa BopuH2ep, c npegnonumaHuemo cu kbM 
nAockocmHama ecmemuka, kbM ueHHOcmume Ha 
g6yu3MepHomo, ceuecunma HaucmuHa geMOHcmpupa eguH 
gyxoBeH pe(J)Aekc Ha yMopa om ucmopuama, om HampynBaHemo 
Ha MoBeuika npe&uBaHocm, xapakmepeH 3a Bucoko pa3Bumume 
u,uBuAU3auuu BtjB (J>a3ama Ha mexHua „gekagaHc". B enoxama Ha 
ArtNouveau mo3u pecjuekc ce npeiuuma u c necuMucmuuHume 
ycemu u HazAacu Ha mBopuume 3a Cbg6ama Ha u3kycmBomo B 
eguH Bee no-2Ao6aAU3upam ce cBam Ha Meza-uHgycmpuaAHomo. 
„Onpocma8aHemo" Ha ruacmuMeckama <j>opMa u cBejkgaHemo 
Ha u3am,Hama u3o6pa3umeAHOcm go noB-bpxHUHHa 
opnaivieHmauuH kbM kpaa Ha 19 Bek, ca cB'bpsami u c 
Heu36eikHama HeoSxoguMOcm, cmoama apeg u3kycmBomo ga 
„npe8ege" cbiuecmByBaHemo cu 6 noHamuama Ha 
uHgycmpuaAmia gu3auH. 
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21. In a cultural-philosophical sense and following the logic 
of W. Worringer, with its preference for the aesthetics of the flat 
surface and the values of the two-dimensional, the Secession 
really demonstrates a spiritual reflection of tiredness of history 
and of piling up human experience, which is characteristic of the 
highly developed civilizations in the phase of their „decadence". 
In the period of ArtNouveau this reflection intertwines with the 
pessimistic moods and insights of the artists concerning the fate 
of art in the more and more globalizing and mega-industrial 
world. The simplification" of the plastic form and the reduction 
of the refined representation to flat ornamentation near the end 
of the 19 th century are connected with the inevitable necessity 
that art should translate" its existence in the terms of industrial 
design. 

22. About this see also; Zh. Miteva, „Haralampi Tachev", In: 
Serdika, Sredets, Sofia, Vol. Ill, p. 159. Interesting light on the 
^reconstructive" aspects of the synthesis of the „01d-Bulgarian" 
decorative style throw also the manuscript notes accompanied by 
drawings of ornaments by HRr2l&mpi Tsichcv in the personal 
archives of H. Tachev recently deposited in the Central State 
Archives (f. 2005, inv. 1, a. i. 1155, etc.) 

23. The cultural-functional differentiation between ^Id- 
Bulgarian" and Bulgarian" style of our Secession is not 
implicitly consistent because, for instance, Queen Joanna and 
the Princesses appeared on official occasions and were 
photographed in costumes, whose patterns created by Sofia 



22. B±. no mo3u Bi>npoc u: KMumeBa, „XapaAaMnu TaueB", 
6: c6. Cepguka, Cpegeu,, Co<j)Ufl, moM HI, cmp.159. Ct>mo mho20 
uHmepecHa cBenuuHa B'bpxy „pekoHcmpykmuBHUfl" MOMenm npu 
ciMme3upanemo Ha „cmapo6'bA2apcku«" gekopamuBeH cmuA 
xB'bpAam pT)konucHume SeAeiku, npugpy±eHu c pucynku Ha 
opHaMeHmu, om X. TaueB, Hackopo onucaHu 6 auhhuh apxuB Ha 
X.TaueB B UAA 2005, on.l, a.e. 1155 u gp.) 

23. KyAmypHo-iyHkuuoHaAHomo pa3AuueHue Ha 
„cmapo6'bA2apckua" u ^wapckun" cmuA Ha ceuecuoHa He e 
6e3npekocAoBHO nocAegoBameAHO, gokoAkomo, HanpuMep, 
Uapuua MoaHHa u npuHuecume ca ce nBaBaAu Ha o^uuuaAHu 
CAyuau, u ca 6uau 4>omo2pa(})upaHU, B kocmtOMu, gecemipami om 
Cofym KaM6ypoBa c Gpogepuu B ^Azapcku cmuA"; ho Bee nak, 
BnAumaHemo Ha u3o6pa3umeAHu cumBoau om BpeMemo Ha 
Tpemomo 6t>A2apcko uapcmBo - a2Heu,a om OpgeHa Ha 
3AamHomo pyno, c koumo e ygocmoeH Uap OepguHaHg, uau 
6yp6oHckama auauh - HaSAiogaBaMe B Heo-BimHmuucku 
„pacmumeAHu" opHaMeHmu, ykpacaBamu o<j>uu,uaAHu g'bp&aBmi 
gokyMeHmu, uau ntik o(J)opMflmu nomoHHama cmeHonuc 6 
IlapakAuca Ha Cocjmuckua gBopeu,. MHmepecHa e u noaBama - 6 
opHaMenmaAHama gekopauua Ha Cbmun napakAuc Ha 
2eoMempu4HO-(J)AopaAHU>i opHaMenm, u3BecmeH kamo „kpt)Cma 
na cB. AHgpeu" - o6ui, 3a poxtaHckama, 2omuueckama u 
6u3aHmuuckama B'bmpeuiHo-apxumekmypHa mpaguuuu 
gekopamuBeH eAeMeHm. 



Kamburova were designed with embroideries in „Bulgarian 
style". But still the involvement of pictorial symbols from the 
period of the Third Bulgarian Kingdom - the Agnus Dei from the 
Order of the Golden Fleece which King Ferdinand was decorated 
with, or the Fleur-de-lis of the Bourbon dynasty - can be seen 
entwined by the neo-Byzantine „ vegetal" ornaments decorating 
official state documents or in the ceiling mural paintings in the 
Chapel of the Sofia Palace. There is an interesting occurrence in 
the ornamental decoration in the same chapel of the 
geometrical-floral ornament, known as „the cross of St. Andrew" 
- a decorative element which is common for the Roman, Gothic 
and Byzantine interior-architectural traditions. 
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1 JJI pppp^ 



Ma. 1. MHinepuopeH u32Aeg om casern 6 Hacmoamufl goM na npo<j). Emiuuh CmauueBa 
Illus. 1. An interior view of a salon in the contemporary home of Prof. Emilia Staycheva 



Ma. 6. M3fliueH pweH MacoBHuk, nogapeH om LJ,apuu,a EAeoHopa Ha Amia Mocu<j)o6a npea 1909 2. 3akormaAkama viy ioo6pa3H6a 
MOM02paMa Ha Uapuuama, a unkpycmupaHomo c guaviaHmu u aMetnucmu kanaue npegcmaBAaBa cmuAU3upana 

Bepcua Ha cmapoSfcAzapcka MOHema. 
Illus. 6. Finely manufactured wristwatch, presented by H.M. Queen Eleonora to Anna Jossifova in 1909. Its clasp represents the 
monogram of the Queen, and the lid is fashioned as a stylized version of old-Bulgarian coin - both inlaid with tiny 

diamonds and amethysts. 




Ma. 7. Kt>m om HacmoamuJi immepuop 6 goivta Ha npo<J). 
Emuauh CmauqeBa, c ekcnoHupaHu no cmeinirne MacAenu 
HamiopMopmu ua qBemn om Aima Mocu(|)o6a 
Illus. 7. A nook of the contemporary interior of the home of 
Prof. Emilia Staycheva, with original oil still-lives of flowers by 
A. Jossifova displayed on the walls 



(puz.l. npoekm 3a BempuAo. AkBapeA, kapmon IIoAuxpoMHa pucyiika Ha 6Ae<jo3eAen (|)oh; apa6ecko6uam opHaMeHm e mirbAHeH 

Cbc uamo. 1897 2. 

Fig. 1. Project of a fan. Water colour on paper. Polychrome painting against pale-green background, the arabesque ornament being 

executed in gold paint. 1897 




Ouz. 2. ripoekm 3a 6empuAo. AkBapeA, kapmoH. IloAuxpOMHa pucyHka Ha zpagcku neitoajk 6 uetimpaAHUH MegaAbOH, apaSeckoBuam 

opHaivieHm e o6o2ameH Cbc 3Aamo. Ok. 1897 2. 
Fig. 2. Project of a fan. Water colour on paper. Polychrome painting of a city landscape in the central medallion, the arabesque 

motif is enriched with gold. Circa 1897 




<Duz. 3. PakAa mun cassone c pe36o6aHu nepyHuku. Ai>pBeH 
MacuB (nepeuia), g^pBopeaGa, nupozpacjmfl, uBemHu AakoBe 
„vernis martin". Ok. 1905-6 2. 

Fig. 3. Chest of cassone type with wood-carved irises. Solid 
cherry-wood, wood-carving, pyrography, „vernis martin" 
multicolour laquer. Circa 1905-6 



(Due. 3a. AemauA om pakAama: pe36o6aHume nepyHuku u 
Macm om nupozpaBupaHama kapmuHa Ha uenmpaAHUfl 
BepmukaAeH naHeA om koH30AHama ma6Aa 
Fig. 3a. Detail of the chest: the wood-carved irises and a 
part of the pyrographic picture on the central vertical panel 
of the console board 



Ou2. 4. Buchiu, ka6uHem. riupozpa^un, 
uBemHu AakoBe. Ok. 1904 z. 
Fig. 4. Hanging cabinet. Pyrography, 
multicolour laquer. Circa 1904 



®uz. 5. Tpunogna Macimka „}kanoHe3pu'\ OpHaivieHmaAHa 
gekopauua c MacAeHu 6ou B^pxy nAoma 
Fig. 5. Jzpomiserie" tripod table. Ornamental decoration in oils 
on the broad-board 





®U2. 5a. Hpoekm 3a gekopaquama Ha mpunogHama Macimka. 
AkBapeA, kapmon. Ok. 1895-97 2. 

Fig. 5a. Project of the decoration of the tripod table. Water 
colour on paper. Circa 1995-97 



®uz. 6. CmeHHa AaBuuka, gekopupaHa c opHaMeHmiAeH Momu6 „nurnypecka". A^pBeH 
MacuB, g^pBopeaSa, nupozpa(j>ufl, MacAeHu 6ou, AakoBo nokpumue. ITbpBomo 
gecemuAemue m 20 Bek. (Bbpxy AaBunkama ca nocmaBeHu gBe geA^mcku 6a3u 
„iuuHoa3pu u om koAekuuama Ha A. Mocu(J)o6a om cmapuHHa xygo^kecmBeHa kepaMuka.) 
Fig. 6. Small hanging shelf decorated with „pitturesque" ornamental motif. Solid wood, 
fretwork, pyrography, oils, varnish. First decade of 20 th century. (Two chinoiserie Delft 
vessels from the fine ceramics collection of A. Jossifova are displayed on the shelf.) 





Ouz. 2a. AemauA om npoekma 3a 
BempuAo (nokasati Bb6 (J)U2. 2), 
geMOHcmpupam B^Moimua 
npomomun m ykpacama aa 
cmeiiuama AaBimka 
Fig. 2a. A drawn rococo motif, detail 
of a fan project (presented in Fig. 2), 
demonstrating the presumable 
prototype of the surface decoration 
on the shelf 



fl)u2. 7. Cmetma 3akanaA4uu,a 3a gpe6nu cep6u3Hu npegMemu. A'bpBeti MacuB, g^pBopesGa, nup02pa(J)un, MacAeHu 6ou, Aako6o 

nokpumue. ITbpBomo gecemuAemue Ha 20 6ek 
Fig. 7. Midget brush-rack. Solid wood, fretwork, pyrography, oils, varnish. First decade of 20 th century 



fl)uz. 8. nuegecmaAHa Macuqka mun seniteur-rnuet (6uc. 
131 cm). A^pBeH Macu6 (6yk), nupozpa^ua, MacAeHu 6ou, 
zBaui, AakoBo nokpumue. Ok. 1907-8 2. 
Fig. 8. Serviteur-muet pedestal table (131 cm height). Solid 
beech-wood, pyrography, oils, gouache, varnish. Circa 1907-8 



Ouz. 8a. AemauA om Macimkama serviteur-muet. 
opHaMeHrnaAHuam MomuB (Vbpxy cmpaHimeH 
BepmukaAeH naHeA 

Fig. 8a. Detail of the serviteur-muet table: the ornamen- 
tal pattern on the side vertical panel 



Ouz. 9. Koume 3a xapmueHU omnag^uu. 
A'bpBeH Macu6 (6yk), gbpBope36a, nupo2pa(j)UH, 
MacAeHu 6ou, Aak. n^pBomo gecemiiAemue Ha 
20 6ek 

Fig. 9. Waste-paper basket. Solid beech-wood, 
fretwork, pyrography, oils, varnish. First decade 
of 20 th century 




Ouz. 10. Bucjiui kaSuHem-anmeuka. A^pBeH Macu6 (6yk), g'bpBopeaGa, nupozpacfma, MacAeHu 6ou, Aako6o nokpumue. 

Hbp6omo gecemuAemue Ha 20 Bek 
Fig. 10. Hanging medicine cabinet. Solid beech-wood, fretwork, pyrography, oils, varnish. First decade of 20 th century 




0uz. 11. Bucjiui, kaGuHem-anme^ka. A^pBeH MacuS (6yk), 
g^p6ope36a ^ nup02pa(j>ua, MacAeHU 6ou, Aak. IPbpBorno 
gecemuiemue Ha 20 6ek 

Fig. 11. Hanging medicine cabinet. Solid beech-wood, 
fretwork, pyrography, oils, varnish. First decade of 20 th century 




0U2. 12. Buoima kymua 3a 6i)pcaAku Ha npax. Ai>p& eH MacuB (6yk), 
g'bpBopeaSeH peAe<J) Ha u,6enm no cmeHunie Ha man(j>oBaH 4>oh, Aako6o 
nokpumue 

Fig. 12. Hanging box for keeping dust-brushes. Solid beech-wood, wood-carving 
of relief flowers against the chiselled background of the walls, varnish 



Q)m. 13. MuHuaimopua cmeima kymuuka c mpaneuougHa (j)opMa, ykpaceHa c 
nogoSen Ha „eHmpeAak" MomuB. At>pBeH MacuB, gT3pBope36a, nupo2pa<J>u>i, 
MacAeHu 6ou, Aak 

Fig. 13. Minute hanging box of trapezium shape decorated with similar to 
entrelac motif. Beech-wood, fretwork, pyrography, oils, varnish 






0U2. 14. MaAka caAOHHa jvtaca c uekivieg^ke 3a uie6Hu 
npuHagAe^kHocmu. At>ptteH MacuB, gt>p6ope36a, nupo8pa<])Ufl, 
MacAeHu Sou, 3AamHa 6oa, aBaui, AakoBo nokpumue. Ok. 1908-9 2. 
Fig. 14. Small parlour work table (fitted with a drawer for sewing 
materials). Solid beech-wood, fretwork, pyrography, oils, gold 
paint, gouache, varnish. Circa 1908-9 



<Dm. 14a. AemauA om caAOHHama Maca: opHaMeHmaAHama gekopaqufl Ha nAoma 6 Heo-6u3aHmuucku MaHuep 
Fig. 14a. Detail of the parlour work table: the ornamental decoration on the broad-board in neo-Byzantine manner 




<Duz. 16. riopueAaHo6 cep6u3 3a kac^e, gekopupaH om A. 
Mocii(f)oBa c HagzAa3ypHu eMauAu 6 cniuAucmukama m 
kAacimeckua MogeA Deutsche Blumen. Bmopomo gecemuAemue 
Ha 20 6ek 

Fig. 16. Porcelain coffee service, decorated by Jossifova with 
overglaze enamels in the manner of the Deutsche Blumen 
pattern. Second decade of 20 th century 



<I>U2. 16a. AemauA om pucyBatiama ykpaca B'bpxy qauHuka 
om nopueAaHoBuH cep6u3 

Fig. 16a. Detail of the enamel painting on the coffee pot 
of the porcelain set 



0uz. 15. ABa gaMcku akcecoapa - uaHma-iiAuk u nopMone, uspa6oineHu u gekopupaHu om AHHa £locu<j)o6a. Konpuna, rnekcmuAHu 

6ou, u5erneH crrnkkm (Jmjoc. Bmopomo gecemuAemue Ha 20 6ek 
Fig. 15. Two nicely manufactured and decorated by Anna Jossifova textile pieces - lady's handbag and a purse. Silk, painted with 

textile pigments, enriched with coloured flux of glass. Second decade of 20 th century 
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Xygo±ecm6eHO-ucmopuMeckomo uacAegBaHe Ha IOauh MuHeBa-MuAueBa, nocBemeHO Ha mBopqecmBomo Ha Anna XeH-Mocu(|)oBa, 
egHa goceza Hecnpa6egAu6o ocmaBeHa usB^h BmiMaHuemo Ha pogHama ucmopua Ha u3kycmBomo xygoduiuuka ct>c 3HauumeAeH npunoc 
kbM &bA2apckomo u3Hiu,Ho u3kycmBo u kyAmypa om n^pBume mpu gecemuAemua Ha 20 Bek, npegcmaBAaBa ucmuncka u3Henaga no 
HJikoAko HanpaBAeHUH. 

ITbpBo, 3acAy±aBa agiwupauuu (jyaknvbm, Me no mo3U Hamm u3kycmBo3HaHuemo ce o6pt>ma kbM cBou Hegou3yMenu 30hu. Ho 
ochoBhohio gocmouHcmBo Ha cmyguama e Heimomo pa<|>UHupaHo ka*iecm6o kamo uskycmBoBegcmko MemuBo. 

Tekcnrbm U3ga6a sag'bASoueHO no3HaBaHe Ha enoxama u cBt)p3aHume c Hen Cb6umua om apmucmuMHua }ku6om Ha cmpanama. 
...OcBeH moBa npaBu BneuamAeHue epygupaHomo no3Ha6aHe Ha eBponeucku xygo&ecmBeHU npouecu, upe3 koumo ca HaiwepeHU mouHU 
oGacHeHUH u napaACAu Ha me3ume, pa3pa6omeHu 6 mekcma. 

Cmyguama e HanucaHa Ha mhozo npuameH 3a BranpueMaHe, uHmeAuzeHmeH u moneH e3uk, koemo, kamo ce iwa npegBug, ue npu 
mak'bB mun Aumepamypa necmo e o6pamHomo, a npaBu ome no-npuBAekameAHa. ,.,M3CAeg8aHemo e pagi>k npuMep 3a npak npuHoc B 
eBponeuckomo u3kycmBo3HaHue. 

OuAun 3ugapoB 

The art-historical research of Julia Mineva-Milcheva dedicated to the creative work of Anna Hahn-Jossifova, a painter with significant 
contribution to the Bulgarian fine art and culture during the first three decades of 20th century and up to now unjustly neglected by the 
native history of art, presents real surprise in several aspects. 

It is of foremost importance that thus art science faces its insufficiently explored fields. But the primary merit of the study rests in its 
refined quality as an art-historical reading matter. 

The text reveals the author's intimate knowledge of the period and of pertaining to it events in the artistic life of the country. 
...Besides, we are impressed by a favourable erudition in the sphere of European artistic developments, through which exact explanations and 
parallels of the theses expounded in the study are found. 

The study is written in a very pleasant, bright and precise language and, bearing in mind that often in that type of literature it is rather 
the opposite, this makes the reading even more attractive. ...The study presents a rare example of a direct contribution to the European art 
historiography. 

Philip Zidarov 




